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Introduction 

] MUST first express my gratitude to the University of Otago 
for inviting me to give these de Carle lectures. The invitation 
allows me to finish off a piece of work which I started more 
than twenty years ago, the attempt to write a parallel history 
of Greek art and literature from Homer to Menander. I 
cannot say now what gave me the original impulse but 1 can 
still remember various events which contributed to it when 1 
was an undergradtiate—Sir John Beazley’s lectures on Greek 
vase-painting, Sir John Myiea’s equation of Homeric compo* 
sitioQ with Geometric art, a cursory reading of Spengler's 
Uniergang des Abendlandes, and curiously enough a hearing 
of Reger's orchestral suite on three pictures of Boeckhlin. An 
early interest in Sophocles led me to consider the fifth century 
first, and Gretk Art and literature, 530*400 S.C. (O.U.P.) 
was published in 1939. During the war I gradually collected 
material on Menander, who had interested me from the time 
when 1 worked under Alfred Koeric at Leipzig alter going 
down from Oxford, and from this starting point I made the 
survey published as dr/ and Literature in fourth century Athens 
(Athlone Press) in 1956. In 1952 Michael Ventris discovered 
that the Linear B script was used for recording Greek, and 
from his article with John Chadwick in the Journal of Hellenic 
Studies for 1953 it became clear that Mycenaean art was 
Greek art and that conclusions could now he drawn as to the 
nature of Mycenaean poetry: this I tried to show in From 
Mycenae to Homer (Methuen, 1958), which was a first attempt 
to study the development of Greek art and literature from 
the time of the Mycenaean shaft graves to the time of the 
Iliad hsxd Odyssey. 

The de Carle lectures are designed to fill the gap between 
Homer (and 1 mean by Homer the Iliad and the Odyssey) and 
the beginning of my first book, the period of some two 
hundred years which covers the eariy elegiac and lyric poets, 
the beginnings of Greek sculpture, and black-figure vase* 
painting. But I must also explain the subtitle, the begixmings 
of modem civilization. I still believe that a parallel history of 
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art aod literature has value for itself, but I have since the 
vi^at become increasm^ interested in studying the history of 
Greek civilization as the histoty of a people who stepped right 
out of their context and developed enditly new ways of think¬ 
ing and seeing, much as Western Europe did after the 
Renaissance, drawing heavily on Greek ideas and so laying 
the foundations of our tnod^ world civilization. 

Id what reepects however can we say chat the andent Greeks 
were modem, more modem than the Middle Ages, more 
modem than Urge portions of bumani^ today ? Many dements 
in human life are universal and these do not interest us except 
in so far as they may us evidence for sosMthing else: 
thus at all times and in all places men have made love, fought, 
played games, told stories, delighted in some kind of music, 
and had some sort of respect for whatever governed events 
beyond human control. Other dements in our present dvili- 
zation are recent applications of pure scieoce to practical 
ends—printing, railways, aeroplanes, tdephooes, tdevision, 
space travd end the like. It is possible that these devdopments 
are so revolutionary that they constitute a third leap out of 
context, peralld to the Greek leap and to the Renaissance 
leap. Certainly they are important enough, if we believe that 
history has any le^ns at all, to justify careful study of the 
technique and conditions of the preceding leaps. That is much 
more than 1 can attempt in these lectures. The most I can do 
is to sketch the begianing in the seventh and sixth centuries 
B.C. of three essential demenU to modem dvilization: 
individual responsibility, drama, science and philosophy. 

1 must however first explain bow these things seem to me 
to fit together as essentials of aodml Greek and of our modem 
dvilization. I hope we should all agree that, whatever the 
demands of the state, the state only exists to ensure as much 
freedom to the individual as is compatible with the freedom 
of the other individuals forming the state, and that, although 
individuals are unequally ^fted by nature and thnefore of 
necessity unequally rewarded, they are equal as morally res¬ 
ponsible for their actions. The politica] story of the gradual 
achievement of full demo^acy in ancient Greece has often 
been told, and I shall only allude to it in pasdng: I may remind 
you here that in Athens the laws of murder and bomidde 
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were inscribed in & public place for the first time in the seventh 
century, that at the beginning of the sixth century Solon 
secured for all citizens the essential rights of voting in the 
Assembly and sitting on juries, that Athens like many other 
Greek cities was governed unconstitutionally by a single 
citizen for a period in the sixth century (what the Greeks 
called 'tyranny'), but that by the end of that century democracy 
was firmly established and full democracy in sight. But I shall 
consider more fully what the poets and artists tell us about 
themselves, what sort of detail they include in their portraits 
of others, what kind of responsibility they demand in their 
fellows. 

1 do not think that it is fanciful to suppose that drama was 
a new kind of literature invented to meet this new interest in 
individual responsibility. Of course, in this crude form such a 
statement is obviously untrue, and drama has a long and 
complicated ancestry which we shall have to discuss. It is 
true, however, that the official beginnings of Greek tragedy 
lie late in our period, that the responsibility of the individual 
is the central problem of Aeschylean drama and that for the 
two centuries through which we can follow the history of 
Greek drama the devdopment is towards more and more 
detailed portraits of individuals reacting to their fellows. 
Essentially tragedy is a new method of presenting the old 
heroic stories by which the heroes of the past appear as men 
of today acting and speaking in relation to each other. 

From this same insistence on the value of the individual we 
can, 1 think, also derive the beginnings of philosophy and 
science. The view of the universe which the philosophers and 
scientists provide is a new view of the universe. Its newness 
is threefold: it is based on observations which anyone can 
check, it is seen in terms of models which are inteUigible to 
everyone, it is justified by arguments which everyone can 
understand. The rational explanations of the scientist differ 
completely from the vision of the prophet, and perhaps the 
essential difference is that the scientist is not a seer but a 
teacher and the corollary of this is that his audience are not 
blind receivers but responsible individuals, potentially as clear¬ 
sighted as lumself. In one respect the work of the scientist 
has an analogy with the work of the dramatic poet and the 



xviii CiteEK art and tirfiRATURE 

work of the realistic painter and sculptor. Each of them is 
concerned with stating accuratdy what can be observed and 
with drawing certain conclusions from the observations; they 
dzfler» of course, in that the sdatist slates the conclusions, 
wher^ the dramatist and painter leave them to his audience 
to draw. What however is common to all three and what is 
new is that the observations are presented directly without 
interpretation to the audience. Tht scientist records hU obser- 
vations before interpreting them, the dramatist can only speak 
through the words and actions of fais characters, the painter 
can only suggest the underlying whole through the shapes 
which are actually visible. Thus we shall find that not only 
science and drama but also three^imensional painting and 
sculpture be^ in this period. 

But before discussing these questions in deuil some general 
ides muse be given of the characters about whom 1 shall be 
speaking. They must be shown against their background and 
in their setting. 
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The Characters in Their Setting 

MrcHASL VENTais'9 discovery that Linear B was used for 
recording Greek has thrown a flood of light on the Greek world 
in the second millennium Many of the details are obscure 
but it is at least clear that Homer preserved the memory of 
a complex Greek civilization whlcli flourished upwards of 
flve hundred years before the date of our iliad and 0<iyss6y> 
and that the Greek gods and heroes were in the main already 
established at that time. When I cal! the civilization of the 
second millennium complex, I mean that it consisted of a 
number of palaces, of which Knossos, Mycenae, and Pylos 
are the best known, each ruled by a King who was treated 
as divine and had the goddess who protected him living with 
him in his palace. The palaces were linked together in some 
sort of feudal system under the great King of Mycenae, and 
were in contact with the dvitizations of the ^st, Egypt, 
Babylon, Troy, the Hittites, the various Semitic kingdoms on 
ibe Syrian coast, and, perhaps most important of all, the 
older Minoan dvilization of Crete, which seems to have been 
itself Asiatic in origin. Mycenaean settlements were founded 
on the coast of Asia Minor and Syria. Warriors, poets, and 
artisu voyaged from court to court within and without Che 
Mycenaean world and their commerce consisted of stories, 
ideas, and art forms; so that already in the second millennium 
Greek poetry absorbed some of Che great Eastern stories, the 
Gilgamesh epic, the Creation Myth, and Keret's siege of 
Udum, and Greek poets retold them of their own gods and 
heroes. Nothing could be less modern (in the sense defined 
above) than the picture which can now be drawn of the divine 
Mycenaean King ‘tippling like an immortaf out of his golden 
cup as he sat on his throne flanked by grifflns and lionesses, 
which symbolized divine protection and his own power. But 
he left to his successors a fund of great stories, a memory of 
a rich civilization in Greece, a memory of the East as a good 
place for settlement and a source of riches not only material, 
and Anally, 1 think we must add, a respect for craitsmanship 
in poetry and art. 
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The greet Myceoeean were destroyed in the 

thirteeath aad twelfth centuries, and roo$i of Central and 
Southern Greece was occupied by invade from the North, 
who were akin to the Mycenaeans in language but had not 
been dtdlized by contact with older dvilizations. Athens alone 
survived, and Athens became the rallying point for refugees; 
from Athens a stream of refugees with memories of earlier 
Mycenaean settlements founded the new dties on the coast 
of Asia Minor between roughly 1035 and 900, but it seems 
unlikely that there was much fruitful contact with the Bait 
before $00^ In this long period of poverty and isolation the 
old stories were told and retold by oral poets, and however 
many anachronisms were introduced Mycenaean memories 
were kept alive. Much that happened escapee our notice, but 
one political change and one artistic change are of great im* 
portaoce. The divine King went with hb palace; even in 
Athens, where the Aaopolis was not captured, the archaeolo¬ 
gists have found evidence that the Ro)^ palace became the 
house of the goddess Athena very soon after the Mycenaean 
period, and that the King, who was now called by the bumbler 
title of bas//eus instead of the Mycenaesm title of wanax, 
lived elsewhere. The basiltus was drawn from a particular 
family, but evidently other laemben of the family also claimed 
their rights, and in due course other families demanded their 
share of privileges. Thus the long journey to democracy was 
begun^ 

The second change is the change in the decoration of 
Athenian pottery, which rapkUy spreads to the rest of the 
Greek worlds. As pottery was always a major art among the 
Orecb we are Justified in seeking a corresponding general 
change of spirit. The figure scenes, animal life, and plant life 
which enlivened Mycenaean pottery were abandoned for 
simple geometric ornaments executed with mathematicaJ pre¬ 
cision and love. Very occasionally horses were depicted on the 
vases which we call protogeometric, and figure scenes were 
reintroduced on geometric vases b^ore the middle of the 
eighth century: but animals and men were subjected to the 
sane predse abstiacfion. Tentatively X should like to suggest 
that the spirit behind this new art is a belief io human reason, 
in human capacity to reduce things to simple and dear patterns 


THE CHARACTERS 


$0 that liiey become manageable, Certainly this love of clear 
and precise partem survived in Greek art a$ a basis of compo* 
sition, feebly it is true in the seventh century but much more 
strongly again in the sixth, more weakly always in the softer 
landscape of Greek Asia Minor and the Islands than amid 
the hard outlines of Attica and the Peloponnese; but in Greek 
Asia Minor it found another expression in early physics and 
mathematics. I see the same basic spirit again in Che unromantic 
unmysterious view of the gods as differing from man only in 
strength and durability^, This view excluded the ecstatic and 
magic elements in Mycenaean religion, and we shall find that 
they re-emerged in the seventh century only to be reduced 
again to system in the sixth. 

In the eighth century poverty and isolation belonged to the 
past. The Greek cities in Asia Minor were well established 
and had their own trading post at Al Mina at the mouth of 
the Orontes, through which stories as well as works of art 
would be exported to the West, and from the middle of the 
century contact with the East is manifest in many ways*. On 
the Creek mainland Athens was producing her superb late 
geometric pottery, and the lirst Greek colonies In Italy were 
founded just before the middle of the century, The dominant 
figure of the middle of this century was Homer, and by Homer 
1 mean the author or authors of Che Iliad and Che Odyssey. 
As I see it, Homer was a genius who exploited three existing 
conditions, love of Che past, love of festivals, and the alphabet^. 
None of these was quite new when Homer wrote. It was 
natural enough that the cities which had Mycenaean origins 
should preserve Mycenaean memories through the dark 
period, but in the eighth century the new city of Corinth 
claimed the Mycenaean hero BelJerophon as a Corinthian, 
the Dorian aristocracy of Sikyon had choruses singing of the 
sufferings of the Mycenaean hero Adrastos, and somebody in 
Boeotian Thebes forged an inscription so as to be able to 
display a tripod as a dedication by Amphitryon, tbe father of 
Herakles *. ^gbtb century wealth made festivals possible on a 
greater scale than before’, and it was for festivals that Homer 
composed his epics—the lliaJ, as I think, for the Panionian 
festival of Poseidon on the promontory between Ephesos and 
Miletos, and the Odyssey for the festival of Apollo at Delos. 
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The invention of the alphabet, which wa$ borrowed and adapt¬ 
ed from the Phoenicians at most a hundred years before the 
composition of the Iliad made possible the recording of a 
long epic so that it could be recited by relays of reciters, It is 
very likdy that narrative epics in chronological order bad 
been recited at the great festivals for half a century before 
the Iliad written. Homer’s narrative is not straightforward: 
it is an extremely complicated and involved composition (for 
which the only parallel is contemporary Attic vases) and its 
balances and rhythms, preparations and back references can 
only be appredated when heard in continuous recital. Thus 
he was the first poet and, if he also wrote the Odyssey, the 
last poet to exploit the new conditions to the full. The Iliad 
and the Odyssey might be called the Death and Transfiguration 
of the Ore^ oral epic. 

Homer looks both backwards and forwards. He is in the 
direct line of descent from the court poets of Mycenaean 
Pylos. His idiom is still the idiom of Mycenaean court poetry, 
which had become the convenient mnemonic of post- 
Mycenaean oral poets but which for him again was a live 
style expressing a particular view of life in which the essential 
and typical was more important than the transitory and 
particular''. This style could not survive the birth of indi¬ 
vidualism any more than its parallel in art, the figure style 
of geometric painting; and the ease of alphabetic writing and 
reading destroyed its mnemonic convenience. The audience of 
(he Iliad and Odyssey was no longer the court or even the big 
house but the great festival attended by the well-to-do citizens 
of many cities, and in many passages Homer takes them into 
account. They were the hoplites who formed the fighting line 
of their cities, and here and there the traditional Mycenaean 
battles are related as if they were modern hopUte battles. They 
were individuals, and among the late passages in Homer in 
which eighth century language is clearest are those in which 
the difficulties of individual decision are stressed and a new 
terminology is developed for describing mental characteris¬ 
tics >*- 

The Odyssey and probably also the Iliad (though it was 
originally composed for the festival at Mykale) were per¬ 
formed every four years at the festival of Apollo at Delos until 
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late in our period when the performance was transferred to 
the great festival of Athena at Athens' K Delos is a convenient 
place from which to survey the characters of our period. It is 
a tiny rocky island in an incredibly blue sea in the middle of 
the diain of islands which stretches across from the mainland 
of Greece to the coast of Asia Minor. The god Apollo and 
the goddess Artemis were born there, and the island was 
regarded as a holy place continuously from Mycenaean 
times I ^ We have an account of a festival of Apollo in the 
hexameter hymn to Apollo, which the Creeks ascribed to 
Homer himself. The poet describes first how the other gods 
were frightened when the archer god appeared among them, 
then how his mother Leto with difficulty persuaded the island 
Delos to receive her when she gave birth to Apollo. Apollo 
states his wish (131): ‘May my love be the lyre and the curving 
bow. And 1 wiU proclaim to men the true will of Zeus.’ Then 
the poet goes on to describe the festival, and finally ends with 
Apollo's arrangements for founding his other great sanctuary, 
the oracle at Delphi ’ 

Not long after the composition of the hymn, perhaps still 
in the seventh century, the sculptors Tektaios and Angelion 
made a new 9fc. image for Apollo’s new temple >«. They made 
it of wood and plated it with gold. The god was naked except 
for a belt and had a bow in his left hand and little statues of 
the three Graces in his right hand. The three Graces held one 
a lyre, the second a flute, and the third pipes; they can be 
imagined from a group of three Muses attending (he wedding 
of Peleus on a sixth century Attic vase ' \ The Delian god was 
given Graces rather than Muses because they were also musical. 
they were a trio, and they were revered in Delos. So the double 
nature of the god was rendered by the sculptor: the bow shows 
that he deals out disease and death, the Graces that he is the 
patron of music and poetiy. A work of the same school but 
rather earlier is a small limestone statue in Paris, which has 
been recognized as our nearest likeness to the Aphrodite of 
Delos described by Pausanias < *: *a small statue its right hand 
damaged by time; it goes down into a square block instead of 
feet.* 

The description of the festival in the hymn to Apollo must 
be quoted in full (146): 
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In Detos ApoOd, dost thou scst r^oke, where the Icmg robed lonians 
gather with (heir chUdrea a&d their ladies. They rejoice (bee with boxing 
and daiKsng and smems when th^ bold a contest m memory of thee. He 
would ihink (he loniaos woe deaihkss and ageless who saw them when 
they Nwe gather^ He would see (he grace of (hem aU, and his soul 
would r^oict at dwsighi of men and fair-girdied women and swift ships 
and their many posseasiofis. There is also another marvel, (he fame of 
which shall not perish, dm maideM of Delos, servants of fat'Shooting 
ApoUo, who, they have sung 6rst a memory of Apollo and then of 
Leto and archereas Artemis, sing a song of men and women of long ago 
and chann the tribes of mso. They can imitate the speech and rh)thm of 
all men, and each would tbak (hat he himself was speaking. So beautifully 
is their song composed. 

But now may ApoUo and Artemis bkes iia. and fare you all well. But 
remember me again in the hiture whenever a stranger conee here after 
many troublse and asks you; 'Maidertt, who is the sweetest smger on the 
market hare and in wfaco do you osost niok^T Do you then all make 
answer about *A bUnd man tod he dwdls in rocky Duos. His songs 
ire much the best heraafts.' And we will bring your fame over the earth 
as far as we go among (be weU'Bihabited cities of men. 

This is 1 fasdiiRti^ expose the acotiomics of early Greek 
poetry. First there js the contest, and it is g reasonable sup¬ 
position that the poet composed the hymn to Apollo for a 
contest at Delos. This was presumably a contest for original 
poetry as distinct from the rediation of the Iliad and the 
Odyssey, in which the successive redeers (rhapsodes) competed 
in reciting from an establiahed text A later form of poetic 
contest was the dramatic contest at the festivals of Dionysos at 
Athens at which not only the tragic and comic poets but also 
the actors competed >*. The Boeotian poet Hesiod tells us of 
another contest at the end of the eighth or the very beginning of 
the seventh century and we get another glimpse of how early 
Greek poetry was produced (Op. 650): *1 never yet sailed in a 
ship over the broad sea except to Euboea from Aulis, where 
once the Achaeans waited for a storm when they had collected 
much people from holy Greece against Troy, land of fair 
women. From there I crossed to Chalkis for the funeral games 
of warlike Amphidaxnas. The aons of that ^eat man had 
announced many prizas whi^ they offered. There 1 say I won 
with a hymn and bore away a handled tripod, which I dedicated 
to the Muses of Hehkoa, where first they set me on the path of 
dear song.' This contest was held at the funoal cdebrations of 
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the King of Chaikis in Euboea, and the elaboration of the 
reference to the laustering of the Creek army at the beginning 
of the Trojan war has suggested that Hesiod’s hymn described 
the course of events from the marriage of Helen to the Trojan 
War 2®. 

This kind of contest in epic recitation must have been one of 
the means by which the knowledge of Greek mythology was 
kept alive among the Greeks. I think we have to suppose that 
the rapid spread of writing over the Greek world in the eighth 
century 2 ^ was followed by an equally rapid recording of the 
ancient stories which had been handed down by oral tradition 
and were now written down as hexameter poetry still largely 
composed in the old oral manner. Although only the Iliad and 
the Odyssey of Homer and the Theoxony of Hesiod survive 
complete, we have fragments of other poems particularly on 
the Trojan War story and the names and dates of a number of 
poets 2 2 . These poems were presumably composed for particular 
festivals, but once they had been recited there they could be 
recited also elsewhere, wholesale or piecemeal, by the wandering 
reciter wherever he went 'among the well-inhabited cities of 
men*. The activity of the wandering reciters is rejected in the 
very large numb^ of mythical scenes which appear in Greek 
art in the seventh century, and when we find before the middle 
of the seventh century vases made in Athens, Argos, and Italy 
illustrating Odysseus’ adventures with the Cyclops we can 
infer that recitations of the ninth book of the Odyssey were 
widely popular. 

If we look a little wider and a little later in our period, we sec 
far more evidence of the reflection of these recitations in art^*. 
The excavations at Olympia have yielded a large number of 
small bronze reliefs with a wide range of mythological scenes, 
which were used as buckles to hold the hoplite shields in place 
on their wearers* arms»>. They were made by Argive artists and 
cover the whole of the sixth century and rather more; they give 
direct testimony to the hoplite’s interest in mythology. In most 
cases the artists seem to have been inspired by epic but very 
occasionally we can suggest a lyric source. The hoplites were 
the ordinary well-to-do citizens, and it was they also who 
origiDally bought the large number of black-figuie vases with 
mythologicaJ scenes produced in Athens, Corinth, Sparta, 
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CbRlkis, and elsewhere from the late seventh century down to 
the end of our period (many of them reached Etruria and other 
places overseas by the secondhand market) Sometimes we 
can prove that th^ were special orders because a name against 
one of the figures is written in a form which belongs neither to 
the source nor to the artist: thus ao East Greek plate > ^ of about 
600 found in Rhodes has Menelas inscribed against one of the 
figures in a scene from the seventeenth book of the IlUid: 
Homer calls him Mtnelaos and the East Greek artist would have 
written MtntUos: Menetas is Peloponnesian and must be due to 
a Pelopotmesian purchaser who instructed the painter what to 
write. The vase paintings nonnally seem to be inspired by epic, 
but here again we can occasionally suggest a lyric source. The 
ordinary citizen too must have enjoyed the mytholo^cal scenes 
on the temple of Artemis at Corcyra, on the ^cyonian treasury 
at Delphi, or on the treasury at Poet da Sele near Paestum in 
Southern Italy, to name only three outstanding collections of 
sculptural relief produced in the first quarter of the sixth cen¬ 
tury In sculpture also the main inspiration seems to be epic. 
Th&efore one result of these epic redtations was that the new 
poets, who abandoned the old manner and the old metre and 
sang instead of redting, could assume their audiences to have 
knowledge of mythology in its traditional forms, much as until 
recently poets could assume knowledge of the Bible: the stories 
would be retold with new emphasis or for a new purpose, or 
could simply be used to point a contrast or an allusion >*. 

The blind man from rocky Chios who composed the hymn to 
Apollo was evidently such a wandering redter, whether he was, 
as the ancients thou^t, Homer himself or an early member of 
the poets' guild on the'island of Chios who called themselves 
Homeridai or *sods of Homer*; but the Delian maidens, whom 
he asks to advertize him in return for his advertizing them were 
a choir, the mortal counterpart of the Muses who served Apollo 
on Olympos^*. The hymn shows that there were other poetic 
occasions besides the contests of whidt we have spoken: a 
stranger might arrive *after many troubles* and want to thank 
Apollo for saving him from his troaUes. A suitable thankoffer- 
ing would be a song svog by the Delian maideos, and then for 
this he might need a poet and (he Delian maidens would refer 
him to the blind man who dwelt to rocky C3uos. 
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But there were two other possibUities. One is not stated in the 
hymn because it involved neither the choir nor the Chian poet. 
The stranger might send his own choir to sing a song composed 
by a compatriot or near compatriot. Pausanias ^ < tells us that 
in the late eighth century the Corinthian poet Eumelo$> who 
claimed the Mycenaean hero Bellerophon as an early Corinthian 
and showed Corinthian interest in colonization by naming his 
muses after places in the Black Sea» wrote a poem in hexameters 
in Doric dialect for the people of Messenia to celebrate their 
victory over the Spartans, and that this poem was performed in 
honour of Apollo at Delos by a Messenian choir. 

The third possibility was that Che stranger who wanted to 
thank Apollo with a hymn might hear from the Chian poet (or 
from a recitation of his hymn by another) that the Delian 
maidens *can imitate the speech and rhythm of all men’, and 
therefore he might employ his own local poet, knowing that the 
Delian maidens, when asked to sing the hymn, would not be 
frightened by his dialect or bis metre. More interesdng to us 
than the adaptability of the choir is Che need for the choir to be 
$0 adaptable. This is precious early evidence for dialect songs 
in local metres, precious early evidence for the individualism of 
local poets. Thus we have on the one hand the local varieties of 
sung poetry and on the other hand the internationalism of Epic* 
Ionic spoken poetry. The recited hexameter poetry of which we 
have spoken preserves the Homeric dialect, the dialect of the 
Ionian cities of Asia Minor with a slight admixture of Aeolic, 
partly new and partly old, from the more northerly cities of the 
Asia Minor coast and a large substratum of Mycenaean. The 
same language essentially was used by writers in other metres, 
who naturally used the Ionic dialect, Kallincs of Ephesos and 
Mimnermos of Kolophon for elegiacs, Archilochos of Paros for 
elegiacs, iambics, and trochaics, Hipponax of Ephesos for 
iambics, Anakreon of Teos for lyrics^n fact for all the short 
poems sung at the banquets of the well-to-do. Long hexameter 
poetry composed in areas outside the sphere of Ionic dialect 
nevertheless shows very few local forms, and the same is true of 
the hortatory elegiacs which Solon of Athens and Tyrtaios of 
Sparta addr^ed to their fellow citizens. But the short elegiac 
poems preserved in inscriptions^^ (epitaphs, dedications and 
the like) always show the local dialect even when they preserve 
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Homeric phnscs. It is uiriikely that this contrast is due to our 
texts; 1 think we must assume a difference between elegiac poetry 
sung in company and elegiac poetiy used on private and public 
monuments. When be sang his elegiacs, the poet felt that he was 
in ^ic-lonic tradition, but the short poems for monuments 
were felt to belong to the local tradition ar^ therefore preserved 
The local dialect adapted as necessary to the scansion (it should 
be remembered that Athens and Boeotia at least shared a 
common Mycenaean poetic heritage with the looiani and that 
the divergence of diato was comparatively recent). 

The adaptability of the Delian maidens shows ihAi on choral 
lyric Homeric epic exercised no such compulsion. Eumelos of 
^rinth wrote epic hexameters in lonic^pic dialect, but the 
hexameters which he wrote for the Measenian choir to sing in 
Delos are in Corinthian dialect Pure lyric metres whether for 
solo or chorus were always written la dialect. Let us ask what 
the Delian maidens might have been asked to sing and take the 
opportunity to say something of the centres in which lyric 
po^ was produced. Nothing from Athens or the Ionian cities 
on the islands or in Asia Minor would give them difficulty: sve 
know» for instance, that Archilochos wrote choral lyric in 
honour of Dionysos and hymns to Demeter and Herakles^*. 
and we have a very little evidence (in addition to the pictures of 
choirs on vases ^ choral lyric In Athens * *. Songs from the 
island of Lesbos would be quite diflerent. We know most about 
Sappho and Alkaios, who lived at the end of the seventh and 
the beginning of the sixth century B.C. They wrote solo lyric in 
Lesbian vernacular in a distinctive group of metres, but they 
also wrote choral lyric, including hymns Alkaios' hymn to 
Apollo told how the god was ordered by Zeus to ^ve oracles at 
Ddphi but went first to the Hyperboreans in the furthest North 
and gave them laws before esuNishittg his oracle in Delphi. 
This version contradicts the version of the foundation of the 
Delphic oracle in the Homeric hymn, which says nothing of the 
Hyperboreans; and a picture on a seventh century Cydadic 
vase>‘ shows Apollo arriving in Delos with the two Hyper¬ 
borean maidens, whose tombs were recognized in two Mycen¬ 
aean tombs on the island. Alkaios evidently set out to honour 
D^hi at the expew of Delos (Alkaios* hymn to Hephaistos 
will concern us again later). 
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Two earlier choral poets who began cheir lives in Lesbos must 
be mentioned although nothing is left of their works. Tcrp^nder, 
the inventor of the seven-stringed lyre 3*, won a victory at 
Sparta about 675 6.C., and Spartan choral lyric owed much to 
his continued residence there. Seventh century Sparta was not 
the grim military state which we know so well in the classical 
period. Towards the end of the century Alkman^* probably 
himself a Greek from Sardis in Lydia, has left us a curious and 
difficult song sung by a chorus of maidens in predominantly 
trochaic metre and Spartan dialect (ID). They (ell at length an 
obscure myth of how Herakles killed the sons of Hippokoon 
and draw the moral (hat mortal endeavour must be limited: 
they then describe the rivalry of choruses in the service of the 
Spartan goddess Ortheia, a fertility goddess of terrifying aspea 
also worshipped with dances in which the priestess wore the 
mask of the goddess and the chorus the masks of ugly women. 

Arion of Lesbos was at the court of (he tyrant Periander of 
Corinth before the end of the seventh century and from there 
made a cojicert tour of Sicily and Southern Italy. At Corinth 
he invented something called 'the tragic manner’ and wrote 
choral songs on mythical themes in honour of Dionysos* which 
svere sung by men dressed os satyrs: these were the padded dan¬ 
cers who appear on many Corinthian vases, and one of their 
(hemes was certainly the return of Hephaistos'Like Terpen- 
der, it seems probable that Arion dropped his native Lesbian 
and adopted ^e local Doric dialect for his choral lyrics' >; the 
excellence of his lyrics and of those of his successors was prob¬ 
ably the chief reason for the curious phenomenon that the 
choruses of Attic tragedy have at least a superficial Doric 
colouring whereas the dialogue is in good Attic. It is likely that 
the large number of mythological scenes which appear <m 
Corincbian vases of the late seventh and early sixth century owe 
something to Arion. But, as I have noted already, it is difficult 
to distinguish pictures based on lyric from pictures based on 
epic. Where, however, a minor character is given a name which 
will not scan In hexameters, a lyric source may be supposed. Gn 
(his evidence in Aiion’s time the Corinthians sang narratives of 
the sack of Troy, of the lamentation of Achilles by the Nereids 
(this had also reached Attica by 570), and of Dionysos and his 
satyrs Other themes of choral lyric in the Peloponnesc 
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during our period were the suffcrii^ of Adrastos si Sikyon, 
and in Argos (oc at least knovm to Argives) Herakl«’ descent 
to Hades and Ajax’ rescue of the body of Aristodcmos (a focal 
hero of whom we know nothing) 

When we find, at the same date and a little later, a first rate 
lyric poet in Sidly who writes dwral lyric on a wide range of 
mythological themes in a dialea touched with Dorian, it is 
naluxaJ to suspect that the art of this local poet Stcsichoros 
had been fostered by the great Lesbian poet Arion when be 
visited the West«^. For Steaichoros we have a string of titles 
and scanty fragroenu: a new papyrus gives fragments of eight¬ 
een lines, in which Helen and Menelaoi say farewell to Tele¬ 
machos when he starts on bis way back to Ithaca. Stcsichoros 
made some changes as well as condensing the narrative of the 
OdysHy but it is difficult to see significance or great poetry 
here. Howev^ the Helen poem in which Stesichoros sUCed 
that she had never gone to Troy seems to hive been an original 
version, and in his Ortstela he shifted the scene of the story 
from Mycenae to Sparta, introduced Orestes' nurse, made 
Klytaimneetra dream of a snake, and gave Orestes a bow to 
ward off the Furia. On the metopes at Foce da Sele Klytaim- 
nestra is forcibly restrained from atucklog Orestes with an axe 
and the excavators have suggested that the woman holding her 
back is Orestes' nurse and the source Stesichoros. 

How much this Western poetry was known in Greece itself is 
a matter for debate, but another poet will guide us back to the 
Greek dries of Asia Minor and their art and philosophy. 
Ibykos of Rhegium in S. Italy may well have known Stesichoros, 
and his mythologica] poems may well have followed the same 
lines as the earlier poex**. But soon after the middle of the 
century he migrated to the court of the tyrant Polykrates of 
Samos and there was celebrated for his love poetry (8 D): 
'Euryalcs, sdon of the blue-eyed Graces, darling of the fair- 
tressed Muses, Aphrodite and soft-lidded Persuasion reared 
you among roses.’ If we want to imagine Euiyalos, we can look 
at the long-haired, soft, well-covered boy holding two horses oc 
the Otago bydria, which was painted by an Ionian artist towards 
the very end of our period; and *soJ^-lidded Persuasion’ can be 
illustrated ^ the earlier almond-eyed beauty from Ephesos in 
the British Museum • 
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If we add CO this bead a rather earlier body dedicated to the 
goddess Hera in Samos * we can form some idea of how an 
Ionian thought of his lady and learn that the artist was not 
behind the poet in the expression of sensuous beauty. Note the 
gaiety of colouring in tlie vase, the feeling for the different 
quality in the hair, eyes, cheeks and lips of the head, the difler- 
entiation of smooth veil, hne linen skirl, and heavier woollen 
mantle on the body. Sensuous beauty these works certainly 
have, but they also show intelligent and accurate observation, 
whidi is one of the roots of Ionian philosophy. The bead comes 
from the great sixth century temple of Artemis at Ephesos, the 
body from the great sixth century sanctuary of Hera at Samos. 
A third great Ionian shrine was the temple of Apollo at Bran- 
chidae outside Mileios, fVom which a series of sixth century 
marble statues survives, substantial, richly draped men, sealed 
on thrones, with inscriptions not in verse but in good workaday 
prose 

Miletos was the home of the three Arst scientists and philo¬ 
sophers, Thales, Anaximander, and Anaximenes, whose lives 
ran from soon after the middle of the seventh century to the end 
of our period. The Thales who dedicated a magniAcent marble 
lion in Miletos cannot be our Thales, and the Anaximander who 
dedicated the statue of a girl about 560 may not have been the 
pbUosopher; but they were contemporaries, and these rich 
dedications give some idea of the milieu in which the philoso¬ 
phers lived. Though we shall be chiefly interested in their 
speculation, they were also practical men well rooted in this 
commercial dviUzatlon: they would do such useful things as 
foretelling an eclipse, or making a comer in olives; they invented 
the map and the sundial. Thales, as we shall see, was a coo- 
siderabie mathematician: Anaximander said that the orbit of 
the sun was twenty-seven times the earth's diameter and that 
the cylindrical earth's diameter was three times its depth 
Here the Greek desire for geometrical simplicity asserted itself 
once more, the desire to make the world rational and therefore 
controllable, a desire which first expressed itself in (be decora¬ 
tion of Athenian pottery during the dark period after the fall of 
Mycenae and found its most extreme expression in the mathe¬ 
matical philosopher Pythagoras, who left Samos for the West 
about 530. Thus our period ends with a new rich style in litera- 
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tuje and art, characterized by acute observation of sensuous 
detail within a framework imposed by a controlling seme of 
form S'. 

Nearly tvA> centuries earlier the blind poet from Chios spoke 
of the grace of the lonians when they were assembled at 
of the marvellous aspect of *nien and fair-^rdled women and 
swift ships and their many possessions*. Already at that date 
they were wealthy and the festival was an occasion for a fair, 
but that was only the beginning of their prosperity after the 
long struggle of settlement Alphabetic writing was now well 
established* and the recording of poetry in local dialects and 
metres lo express the individualities of the poets and their 
compaiuons became a magnificent possibility. The new poets 
broke loose from the scale and manner of Homeric epic, just as 
the artists broke loose from (he scale and manner of the geo* 
metric style to start on the long journey towards realistic repre> 
sentation of the individual. At the end of our period and by the 
middle of the sixth century a new compromise had been 
achieved between formal pattern and r^istic content, a 
compromise beautifully represented by the poetry of Anakreon 
and the art of tbe great Athenian black-figure painters. The 
seventh century however is a time of revolution against Homeric 
and geometric conventions. The slim and graceful deer on a 
Parian amphora of tbe mid-seventh century ^ > still has some¬ 
thing of geometric abstraction* and tbe shape has something of 
geometric precision and definition; but no geometric artist 
would have painted a single deer on such a scale and in so much 
detail. 

For me the essence of the revolution is seen in tbe Athenian 
black-figure vases of the late seventh century with their grand 
flowing shape and their magnificent, striding* violent figures 
and animals and monsters. This is the spirit and the style of the 
long elegiac poem to which tbe Athenian Solon justifies the ways 
of Zeus to men (1.17 D): *Zeus watches over the completion of 
all things. Suddenly just as the clouds in spring of a sudden ore 
scattered by tbe aind, which, having sth^ the depths of the 
billowing barren sea and devastated tbe fair fields over the 
wheat-bearing earth, reaches the lofty seat of the gods in heaven 
and puts brightness before otu eyes again; the strong sun 
shines fair over tbe ri^ land and there is no longer any cloud 



THE CHARACTERS J5 

to see: sucii is tbs vengeance of Zeus.’ When our period opens 
the dark romantic violence of this spring storm is just apparent 
on the horizon; when it ends the sun is shining again with a 
radiance which anticipates something of the classical glory of 
Sophocles and Pheidias, but before that another stormy, 
romantic period intervened, the period of the Persian wars 
Aeschylus and the sculptures of Olympia. 
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10. Dunbabin (1957), 60 givee the limits as 850 tod 750; so also W. F. 
Albright m TV Aegean and the Near East, (Essays presented to Hetty 
C<^dmanX New York, 1956. 162. R. M. Cook aod O. Woodhead 
{AJ.A, forthconuDg) have sugysted AJ Mma as the place where 
boTTowingtook place: the differeotOreck cities made (heir own widely 
different adaptations. 

11. MM.. 70 ff„ 237 ff.: <d. Adam Parry. T.A.P.A., 87 (1956X 1. 

12. MM., 255 R. 

13. Ancient authorities ascribe tbe bitroductsoo of tbe JNad and Odyssey 
at the Panathenaea to Solon. Pesestntos, and Hippaicbos. Tbe 
Panatbeuaie g*mM «rare instituted in 566. It is tem p tin g to cotmect 
the iotroductiem of the Homeric epics with tbe purification of Delos 
by PdsistratDS. Cf. GiJben Murray. Rise of the Greek Epic. 191 ff.; 
H. W. Parke, C.Q. 40 (I946K 106. 
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M. A Mycenaean throne decorated with ivory was apparently still <m 
view in the eighth century when it was buried in the foundation d^sit 
of tlie new ArtemUion <H. OalJet and J. Triheux, B.C.H. 71 >2 <194?- 
E). 14$). Two Mycenaean tombs were revered as the tombs of the 
Hyperborean maidens (Ot Picard, ACff-. 48 (1924), 247 ff.) 

15. The farewell to the Delian maidens <166 f.) sounds like an end and 
many scholars have believed that a Delian hymn has been joined to a 
later Pythian or Delphic hymn, and the final product h^ been as¬ 
cribed to Kynaithos ^Chios in the lace sixth century (of. H. T. Wade- 
Oery in Gretk Poetry and Life, 1926, S6 f. and on (he other aide P. 
DomsleCT, Klelne Schrifien, 1 , 429). None of the external evidence 
for dating the Pythian hymn (e.g. most recently O. Forrest, 

80 (1956), () seems to me compelling. 1 am more impressed by the 
linguistic statistics, which suggest that the Pythian part is at least as 
early as the Delian part and the hymn as a whole earlier than (he 
Hyrmi to Demeter and the Theogony <Cf. Allen and HalUday, The 
Homeric Hymns, xevi ff. and my arijdo in Oloiia, 1959). 

The foundation legends of Delos and D^phi were, of course, different, 
and it may be that our hymn It really a unity made out of two early 
hymns. What concerns me here is only the acknowledged etrliness of 
Uu Delian pan. On the opening scene of the D^lan hymn and Us 
probably Oriental origin cf. J. Kroll, S.l.F.C., 274 (1956), 181. 

16. Cf. R. PfeilTor, Journal of the IVarburgand Councufd InstUuteSs 15 
(1952). 20 f., who Quotes all (he evidence and Interprets it by t new 
poem of KalJimachcs. (ft. 114 Pf.) Tektaios and AngeUon were 
pupils of Dlpoinoa and Skyllis, the Cretan sculptors, who were said 
to be pupils of Daidalos and migrated to Sikyon; they are dated by 
Pliny in (he very early sixth cantury. Cf. Rumpf quoted on no. 9. 

17. The Francois vase, no. 46; cf. the Nyul attending the wedding on 
Sophilos’ dinos, no. 45. 

18. Pauaanias 9, 40, 3; no. 9, fig. 5. 

19. The tragic contest at the Great Dionysia started officially in 534 B.C. 
Cf. below Cb. Ill and A. W. Pickard-Canibcidgo, Orametic Festivals 
of Athens, Oxford, 1953, 36 f. 

20. 1 owe this suggestion to Dr. Peter Walcot's unpublished dissertation, 
Hesiod and the Boeotian Epfe. On the date of Heeiod'i Works and 
Days see Wade-Gery, The Poet of the Iliad, 1. The papyrus fragments 
of the Carefogua are now published by R. Merkelb^, Leipaig, 1956. 

2J. Wc now have eighth century mscripliona from Athens, Ithaca .Pen- 
chon (probably Megaritn at that date, cf. N. Hammond, B.S.A. 49 
<1934), 93 f.), Thebes, Corintb, Ischia. R^erences: Athens, DipyIon jug, 
N.M. 192, Arh. MUt. 18, pi. 10; Ithaca, B.S.A. 43 (1948), 81, no. 490; 
E^acbon s^ts, Peraehoro, I, 257, oos. 1 and 3; Thebes, MantiUos 
Apollo, (ao. 1); Corinth, sk>T»hos, A.J.A. 37 (1933), 60S; Ischia, G. 
Buchner and C P. Russo, Rendlconti Uncei, 19S5, 21$. Cf. also my 
article in Chita. 

22. On Hesiod cf. o. 20 above. Fragments of all are given in Kmkel, ^1- 
eorum Craeoorum Fragmenra, 1877. The Oxford text of Homer gives 
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fmficnaits of ibe s<xaSedC>clep the poems Ascribed lo Homer. Of the 
8ast Greek poets Arktinoe of Miktos (liioupmif, Atihiopis). Stasinos 
iCyprla\ Kieo^Ios of Samos (OeeWie, possibly including more of 
ibe Herakle story), sad Lescbee of Micykoe iUtiU JUtki) probably 
all wrote in the ek&th ceotuiy, wdi aAer the lUed and the Odyssty 
<Cf. MJi., 274), and AriMa oS Prokonoesos seems to have written 
hia Afimuptia in the seventh centuiy (Cf. most recently C M. Bowra« 
C.Q. 49 (1954), 1 f.). On the inainlaod Eumelos of Corinth is dated 
in (he eighth century by his hymn for the Measenians (fr. 13 Kinkel). 
DunbabiQ 48 (1948), 45 f. cf. also op. cis. above a8) shows 

how he introduced Medea {ft. 12) and Belkrophon into Corinthian 
pre>liistory and gave (1« Muses Blade Sen names at the time of Black 
Sea colonization <fr. 17). He also wrote ^Dionysos and Lycurgusffr. 
10). He iMiy abo have written on the Petseus story (Gialouris. B.C.H. 
V (195^. 293). Cr. also M. Untcnteuwr, Antiquifoa. 4 (1951). 

23. Attic: nos. 33. 37. Argive: no. 46. ig. 3. Weat Oredc: no. 102. 

24. A gerwnl ^eouni of recent work on archaic representation of myth 
is given in Uatrum I (1954). 94-7. Sinoe note P. Brommer, 
Vastnilsttn aur frlraUscAnr Hekknwtpr, Marburg. 1954; D. von 
Bothmer. Amoioto in Cretk An, Oxford. 1957. Dunbabin (1957), 80 f. 
lists 'illuatratlMS of opk and other stories in Greek art before the 
sixth century*: here therefore I merely note the places from which ths 
artists came, adding • few more OAOipki (noting wliere they are 
later than the seventh century) and a few differently interpreted. 1. 
TrcJoJi seoma. Kypria. Spcrtan. Corinihian, Attic, Arrive, Boeotian. 
Add wedding of Helen, Corinihian, 600/575 no. 73; Troian Embassy, 
about 560. no. 14; Assembly of Trojans, Attk, no. 36. iHad. Boeotisiu 
Cycladic, East Greek, ^anan. Corinthiari. Add Attic 'games of 
PatroUos* by Sophilos, about 5^ no. 44. AUkhpla. Ar^ve, Cycladic, 
Corinthian, Ionian, West Greek. Add Achillea and PentbeslIeU, Attk 
relkf, about 400. no. 4. Unit il^d. Coriotluan. Spartan. Bowtian, 
Cycladic. lliou Pmb. Boeotian. Argive. Odymy. Aide. Argfve, 
Etruscan. Add Ares and Aphrodite, Naxian, about 650. no. 90. 

II. ThtixUs. Corinthian. Add Tydaus and Ismene, Corinthian, 575-50. 
N.C.. no. 1437 (the story was told by Mimnennos). 

HI. HtmkUs. Attic. Argive, Corioduan, Boeotian, Spartan. Add 
Herakks and Promathaus, Attic, so. 42; perhaps Uchas and lole 
(rather than death of AigbtbosX Attic, no. 35; perhaps Uebaa and 
the poisoned robe, Attic, do. 30. Tbe sods of &uyto^ Corinthian, 
no. 69. have the same names as in Hesiod, fr 130. 

JV. Visatus. Corinthian, Argive, West Greek, 

V. Peruus. Attic, Boeotian. CormlhiaD, Spartan. Argive (Cf. above 
n. 22 on Eumelos). Aodroaieda, Coriathiary $75/50, no. 80. 

VI. Baittrophon. Corinthian, Attic. (Cf. above d. 22 on Eumelos, but 
one of the seventh century Attic Qumaires. no. 39, corresponds to 
(he descriptiCA m Ifiad 6 M>d not to the Corinthian type). 

VII. Other Storks. Ettropo. Boeotian, Argive. Oiatidon and Itys. 
Corinthian. Argonaut story. Dunbabin quotes a doubtful Medea and 
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Ja^on on a Coriiiifiian city reliof (cf. Eumdos, n. 22 abovo). Add 
Mops« (?) wwstling, AHjc> no. 38; Harpies, Atiic no. 41; ?Orpbeu8, 
Corinthian, no. 65; ?Jaton and snake, Corintluan, no. 63; funeral 
games of Pciias, 575-50, no. 83. Birth of Athena. Argive. Zew aid 
Cenioitr. Corinthian, no. 64. This probably should be interpreted as 
Zeus and Typhon; T^phon does not appear in the nesv standard form 
of a winged, tasky monster before the second quarter of the sixth 
century (Argive). Add At/rasto.i stopping the quarrel between 
phiaraos and Lykourgos. Argive. 575-50, no. 15. (Note that this is 
nearly contemporary with Kleisthenas, who stopped the Sikyonian 
choruses recounting the sufferings of Adrostos). Beiiirri of HephaJetiK^. 
see ch. UI. n. 20. 

25. Published by E. Kun^o, Olyniphche Forsehiuigcn II. Berlin, 1950. The 
majority of the objects labelled Argive In tlie preceding note are 
'shield-bands*. 

26. Attic black^fieure wurs; for subjecu see ntythological Index of J. D. 
Beazley, Attic Blaek-figiirc i^aae^palniers, Oxford, 1956 

and themes from myth and legend In Index of J. D. Beezley, Develop* 
nieni of Atiic Biack*fitura, Berkeley, 1951 {^D.B.F.). CorIniMoii 
hhck‘fif»re mw.r; Payne, Necroeorlnthla i^NC.), with additions by 
R. A. Hopper, B.S.A. 44 (1949). 162, and on the earliest paintws M. 
Robertson and T. i. Dunbabln, B.S.A. 48 (1953), 172. Chaleiditm 
iww: A. Rumpf, Chalkidlseho yasen, Berlin, 1927; in Mahrct und 
Zelchimg («Rumpf), 55, he states that recent flnds in Euboea 
establlsli the place of origin as Chalkis and that ihererore the vases 
were not made in Italy, as some have thought, hiccnfcut {^Sparian) 
resea: A. Une. B.S.A..U <1934), 99; B. SheRon, B.S A.. 49 (1954). 
299; P. Pelagatli, Amiiarlo, 33-4 (1955-6), I ff. East Greek. WUd goof 
xtyles: A. Rumpf, J.d./., 48 (1933), 55. Cfttor.* R. M. Cook, B.S.A., 
44 (1949). 158; J. Boardman, B.S.A.. 51 (1956), 55. Flkolluro: R. 
M, ^k, B.S.A., 34 (1934), 1, Claiomenlan etc.: R. M. Cook, B.S.A., 
47 (1952), 123. Caereitm: S. K. Anderson.75 (1955), 1; J- M. 
Hemelrijk. do Caoremnse Hydrlae, 1957. Tho artist (or artists) was 
certainly an Ionian, even if he worked m Etniria. 

Some Instances of the very large range of mythological scenee on 
sixth century vases have been already noticed, and more are men¬ 
tioned below. The mythological themes listed in the index of D.B.P. 
amount to more than 75. The Francois vase, Attic, about 570, no. 46, 
is a kind of mythical anthology and is decorated with the Marriage of 
Pelcus and 'nietis, the hunt of the Caiydonian boar, TroUos at the 
fountain, the return of Hephaistos, Theseus' triumph, the chariot- 
race at Patroklos* funeral games, and the battle of Lapiths and 
Centaurs. Of Eastern Greek black-figure vases the Caeretan hydriae 
are remarkable for thdr literary subjects: e.g. no. 99 Arimsspian and 
griUm (from Aristeas of Prokonnesos); no. 96. Apollo and the infant 
Hermes (Homeric hymn); no. 100, Embassy to Allies with the 
name Odios (Ajax* herald) inscribed (/Tied 9). 
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27. Euphorbos plate fron a tocob in Kaneiros. Rhodes, no. 92, CT. 
Mtnelas on ebe 9eventb<eDtury Attic stand from AefinA, no. 34; the 
Aefinetan evideotly ordered it in Atbens and took it home with hun. 
An Aegmetim purchaser abo was responsible for Athanaia on the 
Corinthian CtuRi juf. no. 67, uiiicfa tbeo found rts way to Etruria by 
the secondhand market (I thmk tlm is no otbs way to account for 
the presertce in Etruria of vases which can only have been painted for 
a special occasion, e.f. the Pronoaue vase caJebratinE a vicloiy with 
a satyr play. <7.r^.. no. A 9, and I su^ect that the secondhand 
market was the Donoal way for v«y fine vases to reach the West). 

IS. Corcyra pedimg/t/: do. 13. I believe the artbl started vrith a loci\ 
Gorfonheaded Queen of Beasts, bke Onheia at Sparta (tee below 
n. 40) and lha goddess on the East Greek plate, no. 93; th^ being a 
Corinthian, thought of Perseus* Gorgon and added Pegasos and 
Chryiaor. In the comers, be put the death of Prum and Zeus killing 
aTlian. 

Steyonian iroosury: no. 14. Metopes: Europa; CalydorUan boar: 
Argonauts (ind. Orpheus); caa)e>raid; Belkr^hon; Phrixos. 

P9U do Stk: no. A scsics of sandstone metopce: 1*17 HeriUes 
stories (note 7*9, Herakles saves Heri from the aUentlons of sacyiv): 
18*23 Trojan war (note 21. death of Patroklos); 24-26, Oresteia 
(KJytaimncstra resnined by tbe nune from attacking Orestes); 27, 
Turtle hero; 24*9. Tliycs; 3<K31, Rape of Leucippids: 32-3, boiling of 
Pelias; 34, Europe. 

29. Retelling particularly in choral lyrk and hymns, cf. below n. 37* 
Mythical aUusion: a.g. S^)pho 28 D <«17 L»i) *Hera, help (my 
frlmds on their way) as the Atreidai after the Tro^n war only left 
Lesbos, when (hey had sacrificed to Hera, Zeua, and Dionysos,* cf. 
Page, ch. VI and 129 f. Alfcaioe 73 O (-36 L*P)'Drink because wlien 
you are dead you will aot see tbe again: Sisyphoe thought he 
would escape death but be could do( in the end.* Cf. also Page 273 f.; 
some of tlw short poems may have been merely retellings from a 
particular poioi of view. Cf. CDoet recently H. Eisenber g er, Dor 
Myihos ift dir doUschtn t^ik. Frankfurt, 1936. 

30. They are called 'servants of ApoUo'i this means peritaps not only 
(hat they were maintained by the ten^s but also (hat they were trained 
by the temple linca ApoUo was fod of music. Cf. tbe woodworker 
who is tbe 'slave of AtlMna', Hesiod, Op. 430. 

31. Refereocee are givsD above. D.22. 

32. e.g. Hesiod of Boeotia, Eumelos of Corinth, Lesches of MItylene. 

33. og. the early A(tic itucriplion oo the Dtp)4on jug (above n.21) gives 

the a-stem genitive phiral in (he Attk form— oa. but (he texts of Solon 
give (be Ionic form—eon even what it has to be as a mono 

syllable. Tbe Boeottan Mantiklos inscription (above o.21) gives a 
Homeric echo in Boeotian form with digamma but texts Hesiod 
always omit the A.jyafwfw (on (hh cf. A. Hodistia, Mmmosyw, 10 
(195^, 229- Corinthian and Corcyran metrical inscriptions have 
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Doric vowels and comonants, and digamma is writlen when metri¬ 
cally dmirable; but Eumdos* epic fragments are in Epic-Ionic. 

34. Archilochoa: Dionysos, 77 T> (cf. below, p. 3J); X)cmeter, 119 D: 
Heraklee, 120D. 

33. Dramatic or rather pro-dramatic choruses (i.e. padded dancers* 
nymphs, knights, giants etc.) are noted in Ch. ILI. The FranQois vase, 
na 46, shows muses ctlebratiog the wedding cfPdeua and Thetis and 
a mia^ dance of the boys and gu'Is saved by Theseus; another vase 
by Kleitiaa, no. 47, shows a dance of Nereids. All those mythical 
choruses will have had ooiiaterparts in ordinary life. A female chorus, 
probably in honour of Demeter at the Theemophorla, appears on a 
contemporary cup, no. 49, (cf. the Corinthian seerlRdal proceasicn 
witli music, no. 73); another ahows men sin^ng the hymn to welcome 
an athletic victor (Beazley, D.P.F*., 22; cf. also no. 58). The tUneral 
was accompanied by choral lamentation (J. Boardman, ff.S.A>. SO 
(1955), 51 f.). 

36. In the second Auarter of the sUth centuo* (a) two vases, nos. 50,51, 
give an Amazon flgltting with Heraklee as Panlansie, (b) on a vase 
by Kleitiae, no. 47, a Nereid la called Kymatolhea. Neither of these 
namtt will scan in hexameters and the source muai therefore be a 
poem in lyric metre. 

37. On chronology see Page, 150 ft, 157 f., 225. On metres see Page, 318 f.; 
A. M. Dale, C.^., 44(1951), 124 f. It is difficult to bo certain what is 
choral and what is solo; for instance, Sappho's Aphrodite poem 
(1 D, I L-P) is nor a choral hymn but a solo cast in hymn form. The 
Marriage Songs, however, including the Marriage of Hektor and 
Andromache (55 D, 44 L-P), were preeumably sung by choirs (see 
Page, 72,119 f,). The Adonis fragment (107 D, i40a is certainly 
choral (and pe^aps a dialogue between maidens and a priestess 
representing Aphrodite): 'Pair Adonis is dead, Kythereia. What are 
we to do? Beat your breuts, maidens, and rend your garments.* 
Alkaios* longer narrative hymns were presumably sung by choirs, 
e.g. Apollo I D, 307 L-P; Hephalstos 9 D, 349 L-P (See below, p. 63). 
On choral lyric in general see C. M. Bowra, Gretk Lyric Poerry, I ff. 
(- Bowra). 

36. Cycladie vase: no. 89. Probably the same subject on the reverse of 
the contemporary Attic vase, no. 35. The tombs of the Hyperborean 
maidens: above n. 14. 

39. A seven-stiinged lyre on an early seventh-century vase found at 

Aeolian Smyrna 71 (1951), 248). 

40. On Alkjiiaji, Bowra 16 f.; D. U Page, Aicrnan: the farihanehn, 
Oxford, 1951. On Ortbeia see Page, Alcnan, 71 f.; G.T.F., 130; aad 
b^ow, p, 6S. Masks: no. 18. 

41. Hdt 1, 23 and the Suda on Ariou. Cf. Bowra, 82; A. W. Pkkard- 
Cambridge, DitHyromh etc., 19; G.T.P., 99, 135, and below, p-63. 
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42. A Cormthun v*se tlK eftily sixth ccDtuiy, do. 74« shows Apollo 
and the Muse, v/bo are labdled Moisai; (lie CMinthian form to be 
expected is MouMt CBechtej Gr. Di^., 2, 230) aod Moisal is good 
Lesbian; but tf Pausaoias is to be tnist^, EumeJos already used 
Moisa in the Meeseoian hyraa (13 Kinkfil). 

43. Corinthian vases: Sack of Trc7, oo. 12^ Hl^onka: Ncreida> no. 81, 
Kumafotha^KiPmmhia (cf. ^eniktiiia^Ftnihaileki) with otl^ 
Nereid names unknown to Homer or Heaiod (Attic, cf. above n. 36b). 
Dionysos and his satyrs, no. 78; the aanxs Xomios, FtdchnSoss 
Lordios, ImcIos, tnodaioa belong not to the dancers themselves but 
to the *sacyn* they represent. They probably occurred in a string (like 
Nereid names) and such a string would be trodtaic. 

44. Adrastoe: cf. above o. I, 24. Arglve shield bands: Kerakles' descent, 
no. 17: the hyperdork fom Thastus suggests a lyric source. Ajax and 
Aristodemos, no. Id. 

45. On Stcsichoroi see Bowra, 77 ff. lbs new papyrus: Ox. Fop. 2360. 
Helen; 11 D; Bown, 130/. Oresteia: IM5 D. Bowra, 125 f. Bowra. 
107, rates very highly the influence of Steskhoros on late seventh and 
eax^ sixth<entuTy Creek art aod has made an extremely interesting 
case for this. That he influenced Western an is extremely Likely, and 
the exeavatore of Foes da Sek have added new possibUities including 
the OresteUt metopes (nos. 24>2d. cf. note 28 above). Kun» has also 
noted possibilitm on the Argrve shield-buida, Induding Hertkles* 
descent into Hades <cf. n. 44 above). The first difficulty is tlie im¬ 
possibility of distjiifuishiftg whai lyric source the artUt is using, even 
where (as noted above) we oan say that be was using a lyric source. 
OetMnl coinckkoce of subject matter does not prove anything, and 
the difficulties raised by two iraportaitt points of detail suggest 
caution. We are told (hat Stcekhom was the first to dress Herakics 
in lionskin, bow, and dub (Aihenaeut 512 f.) and that he was the 
first to make Athene leap In anoour from the head of Zeus (Schol. 
Ap. Rhod. 4,1310). Herakles appears so dressed on t Cycladk vase 
of the lata seventh century, no. 91, and Aeherta is so represented on 
aa Argive shiekl*band of the same date, no. H. It is difficult to 
believe that Staskhoroe (bora 632-629) affected mainJsnd and Cycla- 
die art so early, and it nay be safer to suppose that *the first* means 
the first whose works have survived; my indmation is to suppose that 
Steskboros owes more to earlier sources (induding Arion) than we 
can DOW detect. 

46. On Ibyfcos see Bowra, 248 f.; CwdJ. 7: Frtnkd. D.F., 366 f., Ff'.F. 
43 ff. 

47. Otago Caeretan hydria, do. 98, fig. 15. Efteos bead, no. 25, fig. 6. 

48. Statue dedicated by CZieramyea. do. 22. 

49. A good discussioD of tbe Hera saocDiary in Samos will be found in 
Karo, 39 f. The Branchldae statues are now is the Britisb Museum, 
see F. N. Piyca, Casalofui o/I, part 1. The lion <B 281) 
was dedicated id the early sixth cnitury by Thales and other sons of 
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Orion (th« insoription Is in prose; cf. also the inscriptions of Chares, 
no. 26, at Miletos and of Aeakes at Samos, no. 27); the phjlosophor 
Thales was son ofEumyes. AnaKimand«*8 kore: no. 23. Dedications 
by the sons of anotlier Anaximand^, son of Mandrocnachoa. Pryco 
p. 105. 

50- Texts are given by Diets-Knins. Fragmeiue der VorsokraSiker i^VS}: 
Thale A 1, 5. 10; Anaximander A I. iO, II. Cf. O. KMc and J. 
Raven. The Prencraiic PMhsopherjr. Cambridge, 1957, 75 t; 102 f.; 
134 f. On Anaximander's proportions see also W. Jaeger, Faitielo, I, 
215; F. Usserre. Mus. Helv., 15 (1958), 13 f. 

51. For a general deseripiion of sixth^entuiy (onta cf. my Ornk Inter- 
preiotloHs, 25 f. For the sensuous style and the sophisticated style in 
art and literature during the last half of the sixth century cf. G.A.L. 
3-30. 

52. Parian amphora: no. 88, Rg. 2. 

53. Particularly the work of the Nettoa painter and his fellows: nos. 39-42. 
On Athens at this time in general and on interpretation of Solon's 
poem see Oreek fnierpretaUw, 13 ff. 
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The Individual and His Responsibility 

In the iViod and Odyssey the great beroea stand out as individual 
figures, and Homer was particularly interested in them when 
they took difficult dedsioos or exhibited characteristics which 
were not contained in the traditional picture of the fighting 
man. These psychological passages of Homer are demonstrably 
iate; they were added to the tradition by the last poet, who 
aJre^y saw the new hoplitc society growing in the Ionian cities, 
a society based on all the fighting men of the dlies not only on 
the leaders from the big houses ^ But although Homer in- 
dividualiied the heroes of the past, be has told us nothing 
about himself or his contemporaries: his concemporanes appear 
in the similes but are never individualiaed; be himself only 
appears in his invocations to the Muses Tell me now Musesi 
who dwell on Olympos; for you are goddesses, you are present 
and know everything, but we only hear the report and know 
nothing—unless the Muses of Olympos, the daughters of ae^s- 
bearing Zeus, remind me of aU that came to Troy.* He does 
then make one claim for himself, that be has knowledge of the 
past, which the Muses have given him. This special knowledge 
he also attributes to the poets of the heroic age, like Demodokos 
in the Odyssey. In virtue of bis claim to this knowledge, (he 
poet probably had a rather special position even in Mycenaean 
times; the poet in whose care AgamemnoD left Klytaimnestra 
when he went to Troy must have been something more than a 
court mifistrcl*. We may wonder how much authority they 
preserved during the dark years of tbe migrations when sterner 
skills must have been more in demand, but we can see bow they 
not only restated their daims but also described their own 
individualities in tbe small and more stable hoplite societies of 
the seventh century. 

In our period the poets not only described themselves but 
also other memben of the societies in which they lived, and 
we shall have to consider how far they produced individual 
portraits, and whether the demands that they made on them¬ 
selves and oihtrt were demands for individual responsibility. 
We shall then be able to set beside this series of literal portraits 
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and self-portraits a series of portraits by artists, of which wc 
can ask &e same questions. 

The author of the Bymn to Apollo, as we have seen* inter¬ 
rupted the story of Apollo’s doings to tell us a little about him¬ 
self and about the chorus in Delos: he describes the festival, 
the vocal skill of the Delian choir, and tells us that he himself is 
a blind man, a wandering singer who lives in rocky Chios and 
that his songs are extremely successful. We cannot say whether 
he was Homer or net, but it is clear that the hymn allows 
autobiography to an extent which would be improper in the 
large scale epic. He tells us a little about the choir and about 
himself, and when the choir sing they evidently are expected to 
mention him. It is interesting to see what becomes of this 
convention in the later choral poet Alkman, who wrote about 
the middle of the seventh century*. In the long papyrus frag¬ 
ment sung by a chorus of maidens he tells us of the beauty of 
Agido, who shines like a sun in the night festival, of the yet 
more beautiful leader of the chorus, Hageeichora, whose hair is 
like pure gold about her silver face, of golden bracelets, and 
Lydian headbands, of Nanno, Areta, Sylakis, Kleesiaera. 
Asiaphis, Philylla, Damareta, and WianthemU, and of the 
trainer Alnesimbrou; he also gives some details of the actual 
performance. Many of the details are extremely difficult to 
interpret, but it is quite clear that Alkman describes the leader 
Hagesichora and her deputy Agido, and names the other 
members of the chorus (or more probably the members of a 
rival chorus). The audience wants to hear their names and 
what they are doing; this is an intimate affair and they are 
separate personalities. The beginning and the end of the song 
are lost so that we do not know whether the choir sang anything 
about the poet, but fragments of similar songs show that they 
sometimes did: (13 D) ‘He was not a rustic nor unhandy 
among the unmusical nor a Thessalian by birth nor an Aetolian 
nor a shepherd, but from lofty Sardis’; (20 D) 'all our girls 
praise the lyre-player’; (49 D) ‘and I will give you a tripod- 
cauldron in which to collect food of every kind. It has still not 
been touched by fire but soon it will be full of porridge, such as 
greedy Alkman loves hot after the solstice. For he does not eat 
elaborate dishes but seeks ordinary food, like the people’«. In 
this last fragment the chorus imagine someone else promising 
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them a prize for ihelr «ni ging and the someone must almost be 
the judge of the contest. The tone is completely changed from 
that of the Homeric hynm; the smafl drclc of gjrlt, their audi¬ 
ence, and the poet know each other and can joke with eadi 
other. 

Hesiod is nearer both in lime and spirit to the singer of the 
Homeric hymn to Apollo, and we have already noti^ one of 
his autobiographical passages ^ in which he tells of his winning 
a tripod (the same prize as was to be ^ven to Alkraan's choir) 
for the performance of a ‘hymn’ at Chalcis, In the same passage 
he tells us how his father was a seafarer and abandoned Kyme 
in Acolis for Askra in Bocoiia, where Hesiod himself was born. 
He himself had only crossed the narrow strait from Aulis to 
Euboea: *so little experience have I of bolted ships. But even so 
I will speak the mind of aegis-bearing Zeus. For the Muses have 
taught me to sing a marvellous song', and he then proceeds to 
discuss the right season for sailing, like Homer he can appttl 
to the Muses for information outside his own experience. Unlike 
Homer, he has given us an account of his call to poetry ‘; 

(The Mum) taushi Hesiod a fair song Iona ago as he was pasturing 
his sheep beneath lovely Helikon. This word tlw coddetsei spoke to me 
hnt. the Muses of Ofympoe, dauchters cf aeps-beanni Zeue: ‘Shepherds 
of the ftdda, foul disances. mere belUee, we can icU many lies like the 

truth, we can tell the truth w*en we like.’So spoke the eloquent dauahicps 

of great Zeus, and griated me to p«d( a wendroua branch of blooming 
laurel as tay staff and breathed mto me divine speech that I might make 
Icnown the past and the future. 

It is useless to ask whether this is a real exp^ence or not. 
The tradition of the god cooversing with the king and giving 
him laws was very old, and the poetic theory of inspiration 
by the Muses was, as we have seen, Homeric. But this docs 
not necessarily mean that Hesiod did not believe himself to 
have had this experience or that any Greek poet before had 
recounted such an experience to his audience. According to 
Hesiod the Muses established him as a ledter and mr as a 
singer (that is the reason for the laurel brandi); they established 
him as a poet and not as a shq)heFd only interested in food; 
they established him as a poet Strath and not only as a poet 
of lies- The distinctiOQ between truth and ‘lies like the truth* 
must be a distinction between vAai we should call didactic 
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poetry and epic poetiy. Hesiod, as we have seen, could and 
did recite narrative epic about the heroes, but the particular 
poem to which this is a prelude is a cosmogony followed 
by a theogony: the origin of the world and the family tree 
of the gods. These undoubtedly go back to Oriental sources, 
and the outlines at least had probably entered Creek poetry in 
Mycenaean times. But whatever his sources, the poem was for 
Hesiod the truth and he guaranteed its truth by the account of 
his consecration, which marked him off from ordinary men. 

In virtue of this special relarionship with the Muses he could 
also preach the just life in the Works and Days—in the words of 
the Theogony not only the past but also the future. Some of the 
material here too is traditional, and the form (moral sermon 
addressed to a member of the family) has Oriental parallels 
In form the poem is an appeal to his brother, Perses, to ‘decide 
the quarrel with a straight decision which comes from Zeus and 
is therefore the best’; when the paternal property was divided 
Perses hod received more than his share because he bribed the 
•Kings' who arbitrated betweeji the brothers; now he has run 
through his patrimony and demands more. In fact the poem is a 
sermon to his audience: both the story of Pandora and the 
story of the ‘five ages’ (gold, silver, bronze, heroic, iron) show 
that we are living in a bad period, brutish, faithless, and unjust; 
but Zeus will still reward justice and hard work, which in 
practical terms means uprij^it government by the nobles and 
efficient and thrifty agriculture and seamanship for the rest' 
We must suppose that Hesiod had a brother and was discon¬ 
tented with the division of the property; but the appeal for a 
new decision need have no legal reality; it is simply an occaaxon 
for Hesiod's sermon, and the new decision. iUelf would be 
implemented If Perses took to hard work. 

Hesiod and his brother were of course known in Askra and 
the originaJ arbitration was probably made by the nobles of 
Thespiae, but his poetry soon passed outside Boeotia since it 
was known to Archilochos in Paros by the middle of the seventh 
century and to Alkaios in Lesbos by the end of the seventh 
century n. We can only suppose that he recited at festivals in 
Boeotia and perhaps across the border in Attica and central 
Greece, and that other redters took his poems overseas. He 
stands out as an individual for two reasons: he tells us a good 
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d<al about hk life» and be has a message which he passionately 
believes: justice and hard work are rewarded by prosperity as 
surely as winter foUows summer. This is the meaning of the 
new names, Good Order, Justice, and Peace, which he gives to 
the three seasons, the daughters oS Zm and Themis ('ordain¬ 
ing') < K Responsitaliry is placed on the individual, and the moral 
command is based on the physical workings of the universe. 
Thus Hesiod was an ir^vidual and appealed to men to 

accept their responsibility as individuals. 

His consecration by the Muses was a model for many poets 
in the future. Other poets claimed miraculous experiences, like 
Arion, who was saved by a dolphin ^ \ but two early seventh- 
century poets had miraculous experiences directly connected 
with thdr poetry, Aristeas of Proconnesus, a dty recently 
founded on an idand in the sea of Marmara, and Arcbilochos 
of Paros. Aristeas'* claimed that he was not bound by the 
ordinary rules of time and space. He could be snatched up by 
Apollo and put down among the Issedones, who lived North of 
(he Caspian. He could die in Prokonneaos and reappear in 
Kyzikos. Thus it was possible in the fifth century for a South 
Italian Greek to maintain that he was Aristeu come to life 
again. Aristeas wrote a poem called the Arimcspela, in which he 
told bow Apollo had carried him into the land of Issedones, 
and they had told him about the one-^ed Arimaspians, who 
lived b^ond them and raided (he gold guarded by the griffins. 
Aristeas presumably got his iDforraation from travellers' tales, 
and he belongs to the history of science in so far as he provides 
early evidence for Greek interest in non-Greek peoples, an 
interest which flowered later in Herodotos. From his informants 
he must also have heard of Shamans, whose souls could leave 
their bodies to associ^ with the spirits of the dead and return 
with wisdom to be communicated in poetry. He presented him¬ 
self in his poem as a Greek shaman, carried off by Apollo to a 
distant lan^ and thus inaugurated a way of thinking about the 
soul as distinct from the body which involved, among other 
things, a quite new assessment of individuality. To this however 
we must return later. 

About 6S0 the youthful Arcbilochos > < was sent by tus father 
from the harbour town of the island of Paros up into the 
mountains to fetch a cow to market; on his way down be met 
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some women who asked him if the cow was for sale and said 
that they would give him a good price. TTien the women and the 
cow vanished, and Axchilochos found a lyre lying at his feet. 
He realized that the women were Muses and that he was des¬ 
tined to be a poet. It would be fascinating to know the truth 
behind this story, which Archilochos himself recounted in a 
poem' \ He pTeeumably fell that he, like Hesiod, should have a 
’«all’ to poetry; possibly he had to account to his father for the 
loss of a cow and the acquisition of a lyre. Hesiod certainly 
expected others to believe in his *calP and probably believed it 
himself. Archilochos, 1 suppose, neither believed nor expected 
complete belief, but it was a charming story for a young and 
brilliant poet to sing in the circle of liis friends at Paros, 

The poetry of Hesiod and Aristeas, in spite of the considerable 
autobiographic element and the contemporary subject matter, 
was still recited festival poetry in the metre and, to a large 
extent, the manner of Homeric epic. Archilochos’ poetry was 
short poetry, sung to the accompaniment of lyre or flute to his 
friends in Paros. It shows none of the repetitive technique of 
oral poetry, which is still apparent in Hesiod, and was thet^ore 
composed in writing; from the beginning a text existed, and 
other poeu recited it at festivals: it was certainly well known in 
Athens in the fifth century'’. Presumably Archilochos sang 
at the drinking parties which followed dinner; how big his 
audience was we do not know, The number of people either 
addressed or named in his surviving poems amounts to about 
sixteen, and they were presumably the most famous or ootorious 
men and women in the island, who were known to the majority 
of the hoplite class, the dtiren soldiers of Paros. He wrote of 
their life and his own, of their struggles with the neighbouring 
Naxians, of the fortunes of the Parian colony in Thasos where 
he himself lived for a time, of a shipwreck in which his own 
brother-in-law and many other Parians lost their lives, of local 
elections, of prostitutes and profligates, of scandalous marriages, 
and of his own successes and disasters in love' •. Very little of 
this is straight reporting or general encouragement to fighting 
men (like the elegiac poems of KaUinos of Ephesos or Tyrtaios 
of Sparta) or general political advice Qikc Hesiod's iVorks and 
Days or Solon’s political poems) or general discourse on the 
pleasures of wine and making love (l^e much of Alkaios and 
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Mimnennos) ^ *; nearly all Arcfaslochos' poetry is written to or 
about particular persons on particular occasions. 

Archilochos* account of his *call* by tlie Muses was not meant 
to be taken seriously; It is a mocldog reminder of Hesiod's 
serious claim. This mockery of convention and frank insistence 
on reality is one of the dearest traits in Archilochos. To a 
highly respectable Athenian like Plato's uncle, the odious 
iCriti^^^, it was eatreiuely shocking: 'If he hid not published 
such accounts about himself, we should not have known either 
that his mother was the slave Enipo, or that poverty and want 
made him leave Paros for Thasos, or that be then got himself 
hated by the Thasians, or that he abused bis friends and foes 
equally. In addition, if be had not told us, we should not have 
known that be was an adulterer or that he was lustful and 
violent, nor what is the most disgraceful of all, that he threw 
away his shield.' To throw away one's shield and save one's 
life was incorrect conduct for a boplile, and Archilochos makes 
it worse by giving his shield the Homeric epithet 'blameless' 
and saying that be can get another equally good > >, and in 
another poem he expresses an idea which may also have formed 
the conclusion of the shield poem <64): 'no man has much 
reverence or fame from his fellows when be is dead. We living 
seek the favour of the living. The dead always come off worst.' 
Again the heroic ideal of immortality by fame is shown to be 
nonsense. It is part of his realistic philosophy that some dis* 
asters cannot be avoided. This recognition of the ebb and flow 
of human fortunes has various consequences. A disgrace may 
be frankly stated but must not be concealed > >. Excessive joy 
Of pride in good fortune or wealth is as unsuitable as excessive 
sorrow in disaster, for which the gods have provided an anti* 
dote in Endurance This is not resignation but strength. The 
lesson to be drawn from the mutability of human fortunes is 
that the bad is as impermanent as the good, and therefore one 
can live positively to the height of one's power: 'one big thing 
I know, how to return evil for evil» 

The other powers that he claims (and ii is remarkable how 
often be uses the phrase 'I know how to*) are first the ability to 
write poetry 'Under arms my bread is baked, under arms my 
Ismaric wine, under arms I lie and drink; I am the servant of 
Lord Enyalios <znd I know the lovely gift of the Muses.' The 
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gift of the Muses was quite literally»as his hearers would know, 
the lyre which they had given him. In another poem he claims: 
‘I know how to lead the lovely song of Lord Dionysos, the 
dithyramb, when my wits are fused by the ihuaderbolls of 
wine.’ The last phrase should not be used aa evidence either for 
Archilochos’ state of mind when composing the dithyramb or 
for the kind of dithyramb which he wrote; it is a piece of mock- 
heroic swagger like his ‘call’ by the Muses. An inscription tells 
us that he introduced against opposition a new cult of Dionysos, 
which will concern us in the next chapter, and hia claim to sing 
the dithyramb may be connected with this > He claims also to 
interpret social behaviour and with his typical swagger gives 
Zeus as his authority Above all he claims to give political 
advice: 'My forlorn fellow-countrymen, listen to my words,* 
'Lee not the scone of Tantalos hang over this island... You are 
all mad,* ‘Erxies, why is the luckless army mustered again? ... 
These things my soul in anger (draws up) from the bottom of 
my heart... realize now, if (you can understand my) words ^ 

Archilochos had no doubt of the importance of what he had 
to say, but he had to ensure that it was remembered. This is 
partly achieved by his swagger; in other terms, he reminded his 
audience of Homeric poetry and heroic convention and con¬ 
trasted himself with it. so that if they remembered the epic or 
their traditional standards they would also remember him. By 
this technique of epic reminiscence he made his own youthful 
love memorable)^: ‘Such a passion of love wound itself be¬ 
neath my heart, poured thick mist over my eyes, and stole Che 
tender wits from my breast,’ His love wound itself beneath his 
heart with the relentless intensity of Odysseus winding himself 
beneath the shaggy belly of the ram to escape from the Cyclops* 
cave; it caused a mist as thick as the mist poured over Achilles’ 
eyes by Poseidon when he rescued Aeneas from destruction; it 
stole his youthful wits as a lion eau the tender heart of a deer. 
Small is compared to big and becomes memorable because the 
big is so well known. 

Archilochos also found in the epic another method of making 
his poetry memorable. Homeric animal similes are short 
stories about animals introduced as working models of the 

situations which they illustrate. Animals have a lixed value_ 

lions are strong and kingly, deer are swift and cowardly, foxes 
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are dcvcr—and stories are easily rememberedThe Parians 
liked animals; witness ibe long-legged deer on the Parian vase 
in Stockholm. Archilochos idendfied himself with the cunning 
fox who always wins the last round, and the long-haired, long- 
legged, but, as he thought, gutkas Olaukos with the deer’ >. 

One of these poems can be reconstructed in its main out¬ 
lines’’. Archilochos was engaged to Neoboule the daughter of 
Lykambes, to whom be had presumably done some service. 
Lykambes at a late stage refused to allow the marriage, and 
then evidently performed some action which gave Archilochos a 
diance of attacking him and his children. 1 give the fragmenu 
in the order which seems to me most likely with the minimum 
of connecting links: 88 'Father Lykambes, what is this you have 
planned? Who twisted your wits which were so firm before? 
Now you are the mockery of the town.' 88A 'You have caught 
a cricket by the wing* (the cricket is the poet and sings even 
more loudly when caught). 89 There is a well-known story 
that a fox tnd an eagle made a compact.* They decided to live 
near each other, but the eagle carried off the foxcube 'and set 
them before his children, a baneful feast* (90). The fox com¬ 
plained, but the eagle answered, 'You sm where that high crag 
stands rugged and malignant. There i sit, making light of your 
warfare <92a) ... I will not ceaae to remember my lonely 
children u I carve my path swiftly through the air and whirl my 
light wings. But your soul hopes.. - ’ (Ox. Fop. 23IS). The fox 
hopes to find some way to damage the ea^e (91), but has no 
'light wings to whirl* (92b); she prays to Zeus: *Zeus, father 
Zeus, thine is the power in heaven, thou overseest the works of 
men, their violence and tl^ lawfulness. The just and unjust 
dealings of men are thy care* (94). Zeus heard the prayer as the 
sequel shows. The eagle seized a piece of meat from the altar 
of Zeus, and carried it up to its neat: Tor two fledglings and 
itself lived on a crag high above the earth in a nest of straw. To 
them the eagle gave the evil gift that they might have food’ 
(Ox. Pap. 231S), but the meat bad still a spark of fire in it (94a) 
which set fire to the nest; the fledglings dropped into the jaws 
of the fox. The poen probably ended with a return to Lykam¬ 
bes : ’You cared nothin g for the great oath you swore, the salt 
and the board you shared’ (95). 

Disregard of the conveodotks of aristocratic sodety, ruthless 
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exposure of iiis enemies and of himself, combined with a belief 
tbat man can endure his misfortunes, a certainty in his own right¬ 
ness and a remarkable power of blistering, economical verse 
makes Archilochos the first of the Angry Young Men. He him¬ 
self sang for a comparatively small circle in Paros and Thasos, 
but his violence and vigour ensured that be would be sung even 
where the objects of hl$ scorn meant nothing. Before his force 
his contemporaries and successors appear pale; but it must be 
remembered that much seventh-century elegiac poetry was not 
meant to be individual in the sense that Archilochos is nearly 
always individual. Some of it is poetry to be sung by hoplites 
on the march, some of it is poetry sung at drinking parties: 
pretty, pensive, sometimes hortatory, and sometimes despond¬ 
ent in Solon again we find a great individual, nearer to 
Hesiod than Archilochos because he is not inspired by personal 
hatred of individuals, nearer to Archilochos than Hesiod be¬ 
cause he had an established position in a community which 
could act on his advice. Whether he was poet first and therefore 
sutesman or whether he was statesman first and found bis 
poetry a convenient means of making his political views accept* 
able, we perhaps cannot say. His political place as the founder of 
Athenian democracy nee^ no elaboration here. Plutarch 
tells the story that when the Athenians had failed in a long war 
with Megara for the possession of Salamis and had passed a 
law that no one should on pain of death revive the Athenian 
claim to the island, Solon put round the rumour that he was 
mad, then one day came into the market-place with a herald's 
cap on his bead, and when a crowd bad collected leapt on to the 
herald’s stone and recited a poem, which began i am a herald 
come from lovely Salamis with a song in ordered verses instead 
of a speech*. Only eight of what the fatuous Plutarch calls the 
hundred charming lines survive: ‘May I then change my country 
and be a Pholegandrian or a Sikinete instead of an Athenian f 
For those words will soon be heard in the world: "this man 
comes from Attica, one of those who lost Salamis**;’ and what 
is presumably the conclusion: ‘Let us go to Salamis to fight for 
the lovely island and cast aside our load of shame.' This is a 
very special case of the hortatory elegiac poem: encouragemcnl 
to fight a particular battle when public mention of it had been 
forbidden. It has been suggested that Solon owed his position 
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as & mediator io tlie potiticaJ troubles of Athens to the fact that 
he was a poet and this was the poet's traditionaJ task, but 
tbou^ we have seen that Hesiod as a p^t claimed political 
wisdom and the right to give political advice, Solon's personal 
qualities were so outstanding that however much his position 
as a poet helped him it is hardly necessary to look beyond his 
personal qualities for the explanition of his eminence. 

His political solution was the direct expression of his phiio* 
sophy, and he was as confident as Archilochos that he was 
right) These things my soul bids me teach the Athenians/ 
1 know, and my heart is full of pain.' Solon pra^ to the Muses 
for wealth and r^utadon, but be does not aacribe bis wisdom 
to them; in fact they are only introduced because it was tradU 
tional to begin a poem with a prayer to the Muses. The long 
poem>» in which he stated his philosophy is individual in 
thought and striking in expression. Very crudely, his problem 
was to persuade people not to exploit tbdr weaker neighbours 
in spite of the obvious fact that the gutlcy flourish. It was 
Hesiod’s problem which had become particularly urgent in 
Athens in the late seventh century. His solution is partly 
emotional and partly intellectual. He starts by fr^htening his 
audience with the picTure of the spring storm rising suddenly 
from the sea and rtva^ng the fields and then sunshine returns; 
'such is the vengeance of Zeus.' This is the lesson co be re¬ 
membered: crime will certainty and suddenly be punished by 
the gods. The rest of the poem justifies this position: the guilty 
seem to flourish and the mnocent seem to suffer, but this is 
only because Zeus may punish a descendant of the sinner 
instead of the sinner bims^. It follows that human hopes may 
be smashed at any lime. Solon reviews human hopes of many 
different kinds, professional and otherwise, showing that the 
future is unpre^ctable, and concludes that any gainful pursuit 
may give rise to an infatuation which will certainly bring divine 
punishment on the sinner or his descendants. It is therefore 
man's respor^bilicy to avoid crime in spite of the apparent 
rewards of crime, and the responsibility is firmly fixed on the 
individual. 

In Solon's political poeois no names are mentioned. His 
contemporary Alkaios) ^ of Lesbos takes os back to the practice 
of Archilochos. In fact the number of people named in the 
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poems of Alkaios is much the same as in Che poems of Archi- 
lochos: we are back in island politics, in which the poet himself 
took a considerable and apparently unsuccessful part. The range 
of subjects is much the same as in Archilochos—the stages in 
the struggle of his friends to gain or hold power, abuse of the 
enemy, general encouragement in the stru^e, gloom in exile, 
other political events, abuse of the old prostitute, the drinking 
party to celebrate the death of an enemy or to cheer his own 
discomfort^*. He lacks the hre of Archilochos, and though the 
political events were perhaps more important and the person¬ 
alities are better known than those in Paros, they make much 
less impact on us. Nor do the political allegories of the ship of 
state or the vine with unripe grapes etch themselves on the 
memory with the intensity of Archilochos’ animal fables**. 
Archilochos recalled Homer only to flout Homeric conventions; 
but Alkaios retells Homeric stories to please his audience *«, He 
lacks the older poet’s vigour and economy and power, but he is 
nevertheless an individual living intensely the life of bis island, 
bitterly resentful when excluded from its political life and aware 
of its beauties^': T in my misery live like a rustic, Agesilaidas, 
though 1 long to hear the Assembly summoned and the Coundl. 
What my father and my grandfather had till their old age in 
this city of mutual wrongs, from that I am driven out, exiled 
on the furthest fringes ... I dwell, keeping my feet clear of 
troubles, where Lesbian girls trail their skirts in (he beauty 
contest, and around me rings the wondrous sound of the holy 
cry of women every year.’ 

Aristotle has a curious reference to Alkaios in the Rheiork, 
which connects him with Sappho * *. He is explaining that people 
are ashamed if they speak or do or propose shameful things, 
and he continues ‘as Sappho wrote, when Alkaios said "I want 
to say something but shame prevents me”, “But if you had any 
desire for the noble and the good and your tongue were not 
confounded with speaking evil, shame would not have bound 
your eyc$ but you would have said what you claimed”.’ Aris¬ 
totle’s phrasing seems Co mean that Sappho in a poem quoted 
Alkaios and then answered him, and tins is how the anczenc 
commentators on Aristotle understood him: Alkaios was in 
love with a girl and Sappho introduced the conversation between 
the two lovers. Alkaios would seem to have sung of his love 
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for & girl wbo was connected with Sappho, and Sappho an¬ 
swered with a song In whkb she quoted Alkaios* poem and 
gave the girl's answer lo him. It is simplest to suppose that the 
girl was a singer trained by S^pbo, wbo was employed to sing 
at a party attended by AUcaios. We have to suppose that in the 
ancient world as now parties might be male, female, or mked, 
but it is probably justifiable to suppose that the women in 
mixed parties were professionals, singers or otherwise. Thus not 
only girls trained by Sappho but Sappho herself could have 
sung her songs at mixed parties as well as at female parties. 
There Is also one other kiitd of occasion at which Sappho's 
songs could have beta sung by men; half a century later Ana- 
kreon and his companions sometimes wore women's clothes 
at their drinking parties'^. Hus may have already been a 
custom in Sappho’s time, and such a party would provide an 
occasion for t^ unique poem by Alkaios in which a woman 
laments a disastrous love affair«*. 

Thus the drclee of Sappho and Alkaios overlapped; she 
seems to have bad the same political sympathies and to have 
paid for them with exile to Sicily. Her brother, for whom she 
prayed a safe return and final escape from a dangerous woman, 
probably belonged to Alkaios’ drde^’. But to understand her 
own circle we must recall the girls for whom Alkman wrote 
He was writing for girls who sang in girls' choruses; they had 
leaders and trainers, and they were bound together by strong 
ties of affection. The choruses performed in honour of a goddess, 
and In this sense Alkman's poetry was public poetry, b the 
same sense the marriage songs composed by Sappho and 
performed by her girls were puUk po^ry; one other fragment 
renuuDS of a song about the death of Ad<^ sung to Aphrodite 
by a chorus of girls, and in another there is perhaps a hint of a 
chorus of maidens singing in honour of Hera^^ yet another 
chorus of Lesbian women is mendooed by Alkaios in the poem 
on his exile already quoted. Sappho calls her house a house 
^vhich serves the Muses’ • *; what distinguishes her from Alk- 
man's Hagesicbora or Aincaimbrota is that she performed 
Alkman's function as well as iheos: she not only trained the 
girls, she also wrote their songs; and she hated her rivaU as 
luudi as Alkaios hated his enemies, and abused them In far 
less conventional terms 



THB INDIVIDUAL 


37 


AlkmaQ described the bonds of affection which united gixU 
and trainer, and these descriptions are found in the public 
choruses which he wrote for them to sing. Sappho expresses 
the same emotions in her solo poetry, which we suppose that 
she sang at their private parties. AJkman ^ ^ speaks of *a desire 
which unties the limbs' and 'a glance which is more melting 
than sleep or death'. The victim is completely overcome by 
desire. The phenomenon bad already been noted by Archi- 
lod!tos ^ ^; and he, Alkman, and Sappho all quote and elaborate 
Hesiod's description of love as ‘untying the limbs'. Sappho sa 
secs a man sitting opposite a g^rl whom she loves and listening 
CO her sweet voice and lovely laughter; ‘It dismays the heart in 
my breast; for as I look on you a little, no word comes to me 
but my tongue is held in silence, a tuie flame runs under my 
skin, my eyes have no sight, my cars buzz, cold sweat possesses 
me, trembling captures me entirely, I am yellower than grass, I 
seem to be little short of death . .. but all must be endured.’ 
Here the text breaks oft and we only know that Sappho gave a 
reason for her endurance; but whether the girl was to marry the 
man or not we cannot say. 

Wbat makes Sappho so individual is hot only the intensity of 
her emotion but ilio the art with which she describes ic. Here 
she leads up through the symptoms to the climax ‘I seem to be 
little short of death*, which U a direct contrast to the hist line 
‘He seems to me equal to the gods*; mortal pain contrasted with 
immortal bliss. In another poem^^ she prays to Aphrodite to 
help her in her love, as she had helped before, when she asked 
smilingly why Sappho had called her again: this is a delicious 
perspective of past emotional crises which the goddess has 
lau^ngly solved, and the poem is beautifully shaped with the 
narrative of the past between the opening and the concluding 
prayer for present help. There is a remote connection with the 
swagger of Archilochos here; like him Sappho can stand aside 
and smile at her misfortunes, and like him she can defy conven¬ 
tion and prefer Anaktoria's gaiety or her own daughter’s 
flower-like form to aU Lydia and its chariots ’ 

The story of love poetry (and of abusive poetry) could be 
continued to include Ibykos, Auakreon, and Hipponax— 
Ibykos rich and elaborate in style, Anakreon light, witty, and 
elegant, and Hipponax scuirilous and flat; but all these poets ^ ^ 
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belong as much or more to the succeeding period as to our 
period, and all in their difiereot ways show much of the sophis¬ 
ticated style of the late sixth century. Nor do they add anything 
essential to the picture of groa^ individuaJi^, which is our 
primary concern. But a quite new expression of individuality 
begins to appear in the sixth century, which is of great impor¬ 
tance for the future. This is the conception of the individual as 
primanly an individual soul with a possibility of individual 
immortality and therefore a supreme sense of responsibility for 
its actions. It is difficult for us both to account for this new 
development and to phrase it correctly, since all the poets of 
which we have spoken were highly developed individuals, and 
Hesiod, AichiJocbos. and Solon, at least, had a strong sense of 
moral responsibility. Undoubtedly they were great individuals 
and they had a strong sense of responsibility; but it is also clear 
that if a man believes that he is immortal (or even If he only 
lives among people who believe that they are immortal) be will 
rate individuality and responsibility highly; that if mental 
activities come to be rated more hi^y than bodily activities, 
mental individuality will be rated more highly than bodily 
individuality: and that if the control of the universe is vested 
in a god who is primarily wise instead of in gods who are 
primarily strong, moral responsibility and mental activity in 
the individual are again at a premium; lastly that if a single 
term can be found as a name for the soul to all its aspects which 
contrasts it with the body, the new conception becomes arti¬ 
culate. 

The word which will serve as a guiding thread through this 
complicated development is psyche ’ ^ This word, which had a 
greater future than any of the other Homeric words for mind, 
heart, or spirit, has in Homer the smallest psychological exten¬ 
sion. It is the breath blown out in death, which survives in the 
underworld as a shadowy replka of the man. Because its 
absence means death, its presence means life, and when Achilles 
was chasing Hektor round the walls of Troy, the prize for their 
race was *not a victim or an ox-skin but the psyche of Hektor'. 
Thus already in Homer psydie is a condition of life although it 
is only mentioned in connection with death; and although its 
survival after death was unsubstantial and unsatisfactory, it 
was believed to survive, and its unsubstantiality and isolation 
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were largely due Co the comparatively recent practice or crezna- 
tioa and to the peculiarly unstable conditions which caused the 
introduction of this method of burial ^It is probable that the 
belief in a more satisfactory immortality for those who per¬ 
formed certain ritual acts was very old, and that at Eleusis at 
lease such a belief was held continuously from Mycenaean 
times: this undercurrent of belief came to the surface again 
particularly in the sixth century in the various cults which are 
conveniently classed together as Orphic But we have no 
evidence from our period that psyche was used in religious 
contexts of this kind. 

The development of the word's meaning can however be 
traced in the poets and philosophers. Four passages mention 
psyche in connection with seafaring. The flrst> in Hesiod's 
Works and Days (68$*7), was probably in the minds of the 
other three poets but they ixzade different adaptations of it. 
Hesiod writes: 'Money is psyche for unhappy mortals, but it is 
grim to die in the waves.' Psyche here means something like 
life-blood, something more positive than the Homeric psyche, 
but Che idea of death comes in the next sentence. Archilochos 
(21 D) describes sailors as 'having their psychoi in the arms of 
the waves'; the meaning again is life, and dangerous life if, as I 
suspect, we should think of the sea as a step«mocher rather than 
a mother. Aristcas (1 K) speaks of unhappy men 'with their 
eyes in the scars and their psyche in the sea’. It is possible that 
psyche means not only life but emoihnal life here**; certainly 
psyche feels emotions in our fourth poem, a sixth-century 
Bretrian epitaph ^ ^ which ends 'a sailor, who gave many evils to 
his psyche'. Thus psyche in sixth-century poetry was not only a 
living but also a feeling thing. When did it also become a 
thinking thing? 

The earliest of the philosophers, Thales, seems to have spoken 
of a psyche in the magnetic stone and in amber, but this does 
not mean more than that they exhibit a kind of life, a power of 
positive action ruiirmally associated with human beings, but 
he may also in the same sense have attributed psyche to the 
whole world, which showed a similar power ® ’. More signifi¬ 
cantly Anaximenes * 3, probably about the middle of the sixth 
century, spoke of ‘breath and air containing the whole universe 
just as our psyche controls us*. Our text may be paraphrase 
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rather qaotadoo, but it is probable that Anaximenes gave 
psyche, which had only been a princ^le of life in Thales, a new 
function of cootroUmg both the human being and the wodd. 
The next step is taken perhaps rather after the end of our period 
by Xenophanes * ^ whose is something like pure perception 
and controls the worid by the power of his thought. Xenophanes 
also proclaims that his wisdom is more valuable to the city than 
the prowess of the Olyn^iic victor. The old poet had ba^ his 
authority on the gift of the Muses; Archilochos and Solon had 
claimed that they themselves had knowledge; Xenophanes was 
writing in this tradition when be rated hu wisdom higher than 
Olympic victories, which were the supreme prize of Greek 
athletics and the winners were given fantastic honours by their 
cities. Here then wisdom is both stated as the highest goal of 
human endeavour and sanctioned by a new emphasis on divine 
wisdom. 

We do not know whether Xenophanes located such wisdom 
in the psyche, but probaUy still in the sixth century Herakleitos 
of Ephesos * * wrote that *eyes and ears are bad witnesses to men 
if they have barbarian psychat; a barbarian psyche is a soul 
which does not understand the luguage of the senses, and here 
at last we have quite dearly psyche in the meaning of a thinking 
soul. Xenophanes << himself says tbit when Pythapras saw a 
man beating a puppy be told him to slop: Tor it is a friend's 
psyche and I reec^pilzed it when I heard its voice*. This is a 
playful reference to Pythagoras* theory of the transmigration of 
souls and has from our point of view considerable interest. This 
psyche feels pain and has control over the voice; it is immortal 
b^use it passes from life to life, and it is Individual because it is 
recognizable in a new bodily form. It is a thinking, fading, 
immortal, individual soul. 

Aristeas Prokonnesos, as we have seen, maintained that 
be was not bound by the ordinary rules of space and time; he 
may have used psy^ to denote the part of him which made 
theU shamanistic journeys, but the only use of the word that 
survives from him is the feeling psydte of the sailors mentioned 
above. His poem must have been one of the justifications for 
Pythagoras* theory of the transmigration of souls. The other is 
the religious belief in the immortality of the soul, and the part 
of man which survived death was traditionaiiy called psyche; 
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psyche would therefore have been the natural word for Pytha* 
goras to use to describe his immortal, individual, puritan soul, 
and we can tmat the evidence of Xenophanes that psyche in 
fact was the word that he did use. 

That rather after the end of our period the ordinary man was 
aware of this new (or at least newly articulate) conception of an 
individual soul with a possibility of immortality and therefore a 
strong sense of responsibility is dear from some late sixth 
century poetry and the art of the very early fifth century. Take 
two examples. First, a two line epitaph from Athens: *Modeat. 
intelligent, hospitable, trustworthy, honourable, in the bloom 
of youth Xenares died' ^ *. All the emphasis is on the moral 
qualities of the dead man. The second is a poem of Simonides *' 
which was written about 514 B.C.; he shows that the normal 
aristocratic ideals of birth, health, strength, and wealth are 
dependent on external circumstances; he announces as his own 
discovery a new ideal, the man pure in motive, who of his own 
will does nothing dishonourable, a healthy man, who knows the 
justice which benefits the city. Again the emphasis is on moral 
qualities and responsibility. 

The artist is more modest than the poet. Although artists 
from the early seventh century sometimes signed their works, 
they very seldom stated more than their names: very occasion¬ 
ally however they referred to themselves as sophos or Vise*, 
the word applied by Solon to poetry and by Xenophanes to his 
wisdom, and a vase painter might write ‘li^uUfur to describe 
a figure that he had painted or the vase that the potter had 
made*!. But in spite of this apparent modesty the achievement 
of archaic artists In individualization was enormous, since they 
created not only portrait sculpture of contemporaries but also 
the normal appearances of gods and heroes, so that they are 
recognizable even without the inscriptions which archaic 
painters often supplied to identify them. Figure painting in the 
eighth century already distinguished between men and women 
and represented a number of different kinds of action, particu¬ 
larly combat postures, with great skill. Any further individual¬ 
ization was precluded by the style of the geometric silhouette, 
and although the majority of geometric figure scenes probably 
represent mythical scenes it is notoriously difficult to say what 
myttucal scenes are in fact represented In the seventh cen- 
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lury inscripiions beside the figures were sometimes used to 
identify the figures, and they were common in the sixth, but 
much more important than the inscriptions was the new swelling 
out of the figure Co natural proportions with an increasing use 
of inner markings within the outline, whether the figure svas 
drawn in pure outline, as in ibe early seventh century, or in 
outline filled with flesh colour, as on the vases of some fabrics 
in the later seventh century, or in silhouette with incised inner 
markings, as in the black^figure style of the latest seventh 
century and the first three quarters of the sixth. 

A few examples (many of which we have looked at already) 
will make the development clear. Before the end of the eighth 
century the geometric silhouette had filled out considerably, the 
head was illuminated by the eye, tod women wore elal^rate 
embroidered skirts’*. Ely the middle of the century the full 
outline style was used, whether it was filled with flesh colour or 
not. Thus In the Argive blinding of Polypbemos the details of 
the gruesome act are convincingly shown, and we need not 
doubt that Odysseus was distinguished from his companions’ ^ 
The use of outline and inner markings allows so much more 
detail to be given that, without any individualization of faces, 
clothing and attributes make dear (he unique scene which is 
presented: in the Cycladic picture’> of Apollo arriving at 
Delos with the Hyperborean maidens, the winged horses show 
that be is divine and (he lyre that he is Apollo; Artemis is 
identified by her bow and arrows. At the very end of the 
seventh century and the beginning of the sixth century we can 
perhaps speak of individual characterization in the tremendous, 
hookmosed Herakles who slays the Centaur on the Attic 
amphora and the ^im Achilles ambushing Troilos on a Corin¬ 
thian bottle painted by Tifflonidas ’Here too (he character¬ 
ization owes more to posture and attributes than to face; much 
is added by the enormous Go^ondon on Achilles* shield and 
by the contrast between the waiting wanior and the peaceful 
figure of Polyxena drawing her water Irom the fountain under 
the olive tree. It would not be wrong to call this contrast drama¬ 
tic, and the same adjective might be applied, although we must 
remember that the contrast is already portrayed in the sixth 
book of the Iliad, to the contrast between Hektor, Andromache, 
Paris, and Helen on a Chalkidtan krater painted late in our 
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period ^ Kektor is fully armed in lielmet, corselet, shield, and 
greaves, as be says goodbye to Andromache, who is covered up 
in veil, himation, and chiton; they are entirely absorbed in 
each other. Paris makes (he most of bis due figure and has his 
hair done in the latest fashion; Helen has drawn her himation 
tightly round her to show oft her seductive curves, and looks 
over her shoulder to see the man who is approaching. The whole 
tragedy of Ajax is expressed in the large eye, the furrow below it, 
and the two furrows of the forehead, as he fixes the sword in 
the ground so that he may commit suicide; in this scene perhaps 
for the first time the Attic black-figure painter Exekias has 
used the face to express character, not the face alone, of course, 
for the impression of tragedy owes much to Ajax' posture, to 
the palm tree, which shows that he is far from home, and to the 
spears, helmet, and shield, with which he bad won his fame. 
Exekias svas a great artist and this picture gives a foretaste of 
Sophocles. 

The vase-painter, of course, also painted bis contempor¬ 
aries^*, and the only reason for concentrating on mythical 
pictures is that there the story helps us to understand his 
intention. Much mythological sculptuie, as we have seen’’, 
survives from our period, but for our immediate purpose the 
large-scale portrait statue or relief is more useful than archi¬ 
tectural sculpture. The increased wealth of Greece in the seventh 
century made stone sculpture possible, and stone men and 
women were set upon graves or dedicated to the gods, like the 
long series of marble maidens dedicated to Athena on the 
Acropolis at Athens or the seated men dedicated to Apollo a( 
Branchidae ’ *. The use of grave statues and grave reliefs repre¬ 
senting the dead man or woman is itself evidence of the new 
sense of individualism. lo Athens in the eighth century the 
grave was marked by a small stone slab neither carved nor 
inscribed and an immense clay vase decorated with heroic 
scenes. It is something quite new to commemorate the dead with 
a representation of themselves ’ *. These representations are a 
long way from realistic portraiture, and portraits of individuals 
cannot mally be recognized until the fourth century •«. But there 
was a progressive advance towards realism and by the early 
fifth century the new sense of responsibility was being portrayed. 
This general advance occurs in all schools irrespective of their 
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lool styles, which in the sixth century were stron^y marked- 
^ha^ on the architecture of the figure m the Peloponnese, 
on^tp decorative detail and patterning in Atfica, on volume 
and surface texture in Ionia, and on the quahty of the atoM 
itself in the islands. The advance occurs willun certain standart 
schemes which are used irrespectively of the purpose of *e 
statue to serve as a dedication or to adorn a grave, tl^tand^ 
naked male, the standing draped female, and the seated draped 

maieorfemalearethemostimportanttyi^". 

Let us look at four examples, all standing t^es. A srnaJl 
bronze Apollo ■ > dedicated by the Boeotian Maniiklos m the ]M 
rfghth or very early seventh century is not much more advwcri 
uSi the figures on the Analatos hydna. The geometric figure 
^ filled out a little; eyes are clearly marked ; separate locks of 
hair are indicated; chest line and belt are just shown. In lU 
original state this Apollo wore a helmet and had a in hii 
lefttod. From the end of the seventh century and 
porary with the Nessos painter we have para of “'"I?'^ 
Mle statues; the best preserved is m New Ymk*’. » 

marble statue six foot high. The Attic decorauve sense co^ 
out in the beaded hair, the styliauon 

the wrist bone (and, in another example, of the elbow), of the 
^in-line, and V the knees. The proportion a« much mote 
rLlistic than those of the Maniiklos ApoUo, but wi^n the 
outline the detaU is summarily indicated ”“P‘‘’"‘l 
lines are doubled as on contemporary vases. From the front ^ 
emphasis is on the immense eyes, which were, of course, pain^ 
ori^y. and on the knees: he was ‘quick to per^ve and he 
■p^^^t knees’ in Homeric ternunology. Another very wel 
prtservS^six-foot boy from the same place “ wM made about 
530 B C It has been ve^* probably connected with an epigram. 
•Stop and pity Kroisos as you pass by the tomb, whom oaa 
Ares^troyed in the front line.’ It is the tomb sutue of a 

youngAtheiuan,namedafler thefamous king “f Lydia 

had Men in battle. TTie posture is the same as before but within 
tie framework flesh and muscles are represented m 
detail and the exaggeration of eyes and is peatly 
Attic sense for decoration survives m the elaborate treatment 
of the hair, and the echoing curves of breast muscles, thorax, 
and groin-line. 
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The next step forward is to break the posture, and this step 
was taken before 480 B.C. The very lovely fair-haired head 
from Che Acropolis * * comes from a statue of which a fragment 
of the hips has been identified; the muscles of the z^k and the 
fragment show that the archaic scheme has gone: the right 
shoulder was raised and the body rested unevenly on the legs. 
The oheerfhl expression, which I believe to have been court 
manners in the archaic period, has also gone, and the boy is 
pensive. For the first time the youth :i not shown on parade 
but relaxed, or in other words he is not a soldier but an individ¬ 
ual in control of his destiny. Thus by (he early fifth century 
the sculptors had given visible form to the new ideal of demo¬ 
cratic man. 
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Thasospoms; 18; 19; 51.1 A. 45; 51, IV A, 4< •m^Ox.Pv- 2313, 
fr 3d (L 106-10); 62 with new inscription, B I, 14 ft. (L 8(W!1). 
Shipwreck: 7; 10; 11; 12 (with Frankel, D.P^. 196). 

Hectioni: 9; 85 (wiUi Ldssene, 12©- ,, ^ ^ 

Prostitutes: 15; 25-28; perhaps Ox 2314, CoJ. 1 (cm the text of. 
A M I>eleLw;ruw2 (1957), 8). On 25-28 cf. Lfisserre, 140f. but note 
thttp whatever the reading at the end. 27 can only be scanned as an 
iamWe trimeter. X doubt Marzullo's ingenious Interpretation of 25 
iSh Mas 100 (1957), 68). 26 may now be identified with 2311 

(t. la 5-6 (L 38) and fr. 1 b 7 may fix 36 b the same poem, cf. Adiados 
for reading, and Lasserre on L39 and 20. 
ppofliaates: 78 (Perikles cf. fr. 7), 102; 107. 

Scandalous marriage: 74 ia now increased by Ox. rap. 2313, tr. i a 
(L82), which shows that a father, who after an eclipse Is sutpri^ at 
nothing, is faced with the marrias® cf his daugitler. It is probable but 
not absolutely certab that his name was Archenakudas and pre¬ 
sumably the son-in-law it called -awn These new names seem to 
exclude the identification of the ftther with Lykambes pieW etc.) 
or Telesikles (Lasserre). ^ 

Uve: 71,72 with 24; 104; n 2-117 (see below); 118 with 20 (Lasserre, 
1 65 f); Dx Zap. 2310. fr. 1 (L 35), Peek takes I-39 as two poems and at 
first sight 1. 2^39 on the return of a friend from Crete seem to have 
nothing 10 do with 1.1-21, in which Archilechos answers a woman 
who has accused him of cowardice. But there Is no mark in the 
papyrus to separate them, altlwjugh the following poem is clearly 
marked off from 1. 39. Lasserre, Adrados, and Latte (.Crtpmon 27 
(1955), 493) therefore interpret the whole sequence as a smgle poem, 
but their interpretations are widely different. 

Oeoemi encouiagemeni: 3 , 4, 56, 56A, 57. . . „ . 

KrlUas cf, above n- 17. Tardiii, op. cit. n. 15, doubtt that Enipo 
was a slave, perhaps rightly, 

6. with Snell 90; Frftnkel, O.P.. 188; Giganto, P.P., 48 (19»). 196. 
Cf $ for drinking when on guard; 13, 39, 40 (Lasserre 105) Archi- 
loches as a merwnaiy; 61, seven killed and a thousand claim to have 

«^^ieM8; Frinkel, D.P.> 186); 67 (Snell, 102); 68 (Snell, 87); 73; 

GymnasSum, 65 (1958), 48); Ox. Pap. 2314. Col. U, 7; 
22-3, (Snell, 89; Frankcl, O.P., 190; W.F.. 57), the Thaslancarpenter i 
scorn of the wealth and power of Gygea must have been foUo wed by an 
attack on some local rich and powerful man. whom Archilochos 
hated. Lasserre (218 ff.) suggests that 18 belongs w the same poem. 
66, The sentiment is repeated (with the addition 'and to reqiute 
friendship with ftieodship') b Ox. Pap. 2310 fr. 1, 1. 14 f., which 
confirms Lobel’s ioterprelaticn of myrmex as the worm that turns 
(cf. above n-18). . 

The construction of I becomes clear if it follows immediately oa 2, 
as I have translated it. Frinkel (fV.P.. 56) shows that the poet m 1 
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is more Imporuni than the warrior; Bowra (A.F.C., 1953, 27) ex¬ 
plains (he siructure of 2. 

26- Dithyramb, 77, for the terminology cf. 76. See Pickard-Cambridge, 
Dithyramb etc., 5, IS. The inscriptioii. Kocdoleon, loc. ciL, A 111, 
1.16 f. <L, Tcsilmonla, 12). The story includes a brief quotation from 
a poem (32 f.) apparently in hexameters; fr. 34 could come from an 
iambic poem in which Archilochos told the story. Cf. below n. 27. 
Tarditi (op. cit. n. 15} argues for a fourth century Delphic life of 
Archilodtoa, but (he fragments seem to show that the story originated 
i^om Archilochos’ poems. 

27. 41, now extended by Ox. Pop. 2310,41 f. (L 36) which shows that the 
examples of different pleasures are all regarded as disgusting (S4 may 
belong to a similar claim to be (ha mouthpiece of Zeus). If Col. U, 
3?«9 ( L37) is rightly identified with 30 D, the prayer to Apollo may 
conclude the poem, Adrados completes col. If, 43 with fr. 128 Bergk 
but (his Is metrically impossible. A poem satirizing sexual pleasures 
and concluding with a prayer to Apollo to 'harm and destroy them 
in thy wonted v.ray' may have some telailon to the opposition to the 
new Dionysos cult, particularly as Macrobius sliows that Apollo 
was invoked here to cause disease. 

28. 52; 55. now combined with P. London 487 (D, p. 71,2} and Ox. Pop. 
2313 fr. 8b and 10 (L 126); 62 suggested by Peek as the first line of the 
poem In the new inscription, B 1,14 ff. (L 80-81). 

29. 112, the Homeric parellels are quoted in Diehl’s apparstus, cf. Har¬ 
vey. C.Q. 7 (1957). 214. Soell (93) adds II. 14,217, where persuasion 
(one of the charms in Aphrodite’s girdle) ’steals the mind even of (he 
Viise*. 112-16 come from e single poem contrasting an old woman In 
(lie present with the past when the young Archilochos loved her; 
Lasserre (139 ff.) adds 117 (which may be merely an indicBtion of 
date) and 27. 34,106 (but theee are metrically discordant). 

30. On Homeric similee see M.H., 222 ff. On fixed chaiactehsUcs in ani¬ 
mals see FrUnkel, D.P., 200. Archilochos’ animals are identified with 
particular men; rather later Semonldes (at great length and much 
less interestingly) classifies types of women by (heir likeness to aai- 
maJs (Semonldes, 7 D, SneU 278; Frinkel, D.P. 269 f.). 

31. Parian vase; no. 88, fig. 2. On the fox cf. Bowra, C.Q., 34 (1940), 
26 on ft. 103. Lasserre shows great mgenulty in nconstruotins 
Archilochos’ animal poems from (be fragments and the later echoes 
of them. His equation (78 f., 104 f.) of Olaukos with the deer is 
probable. In the story of the fox. lion, and deer the deer is unworthy 
to succeed the lion bttsuse he has no courage (96 D). In another poem 
Archilochos dislikes a tall, striding, long-haired general and demands 
a small man with crooked shins but firm on his feet and full of heart 
(60 D) ~the opposite of the deer. The equation with GJaukoe is 
given by another half-line: ‘Sing of the well-coiffed Glaukos’ (59 D). 
Olaukos seems to need encouragement m other fragments (56.68, cf. 
also 13). His memorial has been discovered in Tbasos U. PouUloux, 
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B.CM., (1955), 75; W. Pe«k, Grkcftische i'frsinsdir!/(ffn, no, 5(a, 
but it can only be made into verse by wanton emendation). 

n I have in the mam followed Lasserre, 32 f., but I have added the two 
new papyrus frasments (L 170,173) and omitted fn. 29, 45. «7.101 
about which I feel no certainty. 

33 On the functions of the early elegiac see C. M. Bowra, Early Gretk 
aitghtt, 1 ff.; H. Frtakel, 208, 209 f.. 276 f. Military elegies: 
Kalllnos, I D; Tyrtaios, passSm; Mimnermos, 13 D a$ interpreted 
by Frtmkel; 12,12A, 14 may also be historical references from horu- 
tioos. Sympotlc ^gy; the rest of Mimnermos. 

34, Pluttrch, So/on 8: the fragments of the poem 2 D, cf. FrBnkel, D.F.. 
290 On the relation between the poet and the statesman cf. 3. S. 
Morrison, Durham UnlversUy Jourual, 1949, 59. On the immediate 
situation cf. A. French. 77 (1957), 238 f, 

35 , 3, 30 ; 4 D. 

36. ID; cf, C M. Bowia, Early Creak Eleflsls, 90 f.; Frtakel, 307; 
Webster, Greek liuerpreiailons, 15 f.; the spring storm, above Ch. 1,14. 
The same philosophy applied to the political situation. 3 D, witli 
similar memorable imagery II, 14,19, 28, 32 f. 

37. Alkaios Cf. Bowra, 145 ff.; Rage, 149 f.; FrtnJcel, D.P.. 253; If'.F. 52 
ff. Texts are quoted by the running numbers of E. Lobel and D. L. 
Page (•L-P), Poeiarum Uttlonim /ragmenfa. Oxford, 1955, and of 
Diehl (-D>. 

38. The struggle; cf. Page, 149 f., 161 f. (with reservations by A, W, 
Oomme, 77 (1957). 255); Snol), Gynmsium, 65 (1958), 48 (T. 
Note particularly 70L-P<-43D),751^P<-48D);ll2L-P(-35D); 
129 L-P; 130 L-P; 296 L-P (cf. P. Maas, C^-. 70 (1956), 200); 348 
DP (*8? D); 35? (*54 D), the armoury of Alkaios and his fetends; 
1 see no reason to follow Page (209) In thinking that the armour is 
old-fashioned: for the plumed helmet cf. the Pikellum Ares. no. 95 
and other examples quoted Maneheiler Memoirs ^2 (1937), 12. Other 
evenu: 45,48,69, 350 DP (-77,82,42,50 D); on 7? D, cf. Frtakel, 
W.F.. 97. Old prostitute: 73 DP (-46 D). cf. Page, 189, who Is over 
subtle on the Imagery. Drinking songs: 332 (death of Myrsilos), 38, 
50, 335, 338, 346, 347, 362. 368 DP (-39, 73. 86, 91, 90, 96. 94, 92, 
99 D). 

39. The ship: 6 DP (-119, 120, 122 D): 326 and 208 DP (-46a D): 
Page, 182,186-The vine: 119 (-117 D), cf. Bowra, 182, Page, 242. 

40. 42.44, 283 DP (-72, 74 D). 

41. 130 DP, Page, 198 f. 

42. Ar. MeL 1367 a 7. Text and commentary are quoted on J37 DP 
(. 149 D) by Page, 104, It is presumably this poem that was in the 
mind of the Attic vase painter when he drew (about 470) Alkaios 
standing before Sappho with lowered head while she moves away from 
him (Munich 2416. BcaaJcy. A.P. V. 260/27, Pfuhl, fig. 772; Schefold, 
Blldftlsse 54). The anonymous line 'violet-wreathed, holy, sweet- 
smiling Sappho' (Alkaios 384 DP; 63 D; Page, 108 n. 1; O. Zunlr, 
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Mm. Helv. 8 (1951), 15; is sometimes said to be Alkaios' address to 
Sappho; but. 1) it is not quoted from Alkatos, 2) it will not scan even 
In its present emended form because the name of Sappho befins with 
a double consononi, as is shown by hv use of it in tier own poems 
and by an Attic vase of 510/500 (Goluchow. 32; Beazley. Vases in 
Foknd. 9; Schefold, Biidnisse. 14); although the spelling with 
instead of Fs was known In Athens by 470 (the Munich vase) the co> 
incidence of the sixth century vase with the texts of Sappho must be 
respected. 1 suspect that the last word of the line was originally 
Af^fvdUe and not Sappho, and that in its present form it may bo a 
parody by an Attic comic poet On Sappho in general see fiowra. 
18d f.; Page, 3 f.; Frtnkol, D.F. 230 f.; iV.F. 40 f., 90 f. 

43. Vases and texts are discussed by A. Pumpf, Studies presented lo 
0. M. Roblnscn, II. 84 f.; J. D. Beaziey. At/ie Vase painiings in the 
Museum ^ Fine Arts. Bojlcn, U, 55f., two IVrther examplee. Riccioni. 
R.r.A.y 5*d (i95d-7), 34. dg. 7. 39-40. The earliest vase is earlier than 
the pictures of Anakreon and dates from about the middle of the 
sixth century (C.V., Rhodes, pi. 19,1-2). 

44. Alkaios, 10 and 380 L-P < * 123 and 66 D). Page. 291. 

45. Political sympathies and exile, cf. Page. 224 t. Relevant fragmenu 
are 71. 98 L-P (-70 D). Her brother: 5. 15 L^P (-25-6 D); Page. 
45 f.: Comme. J.N.S,. 77 (1957). 258. The andenti (after Herodotos) 
confused Rhodopis the courtesan of Naukraiia with Dorieha. The 
poem, particularly 1. 3 and (he Anal tunu. suggests that DoHcha is 
in Lesbos and that Sappho says 'may he come back and And happi* 
ness and may Dorieha And that he does not seek her out again*. 

46. Cf. above n. 5. Egyptian parallels, F. DornsellT. Xi. Sehr. 1.189. On 

Sappho, Page. 140 f. I agree with the reservations expressed by Oom* 
me. 77 (1957), 259 n. 13 and 260. A. J. Beattie (Mttem. 9 < 1956). 

109 f.. C.Q..^ (1957). 180) seems to me unsuccessful in his attempt 
to make the emotions expressed In Sappho 1 and 31 L*? (-1 and 2 D) 
heterosexual. 

47. Cf. above Ch. i, n. 37. The maidens who worshipped Hera: 17 L-P 
(-28 D). Page. 58. 

48. 150 L-P (—109 D). The word Implies. 1 think, worship, but the pri¬ 
mary service was composing poetry and traitting singers. I agree with 
Page that we have no reason to suppose that the irutruchon em* 
braced anything beyond poetry and music. 

49. e,g. 57,55,133 L-P (-61, 58,144 D), Page, 133 f- 

50. Alkman. Ox. Pap. 2387 fr. 3.11. 7-6. The glance xnelts iu recipient 
and captures him as completely as sleep and death: the point of 
comparison is the complete submission of human beings to sleep and 
death, end death (brin^g with him his brother sleep) is introduced 
because the lover feels himself near to death. 

5 1. Archilochos 104, 112, 118 D (cf. above n. 29 on 112 D). 

3Z ‘Untying the limbs,* Hesiod, Theeg. 120 ff.; Sappho, 130 L-P (—137 
D), Page, 136; Snell, Entdeekung, 95, The lover near death or desiring 
death; Sappho 31 l^P (-2 D) cf. Page. 19 f.; FrSnkel, D.P., 238; 
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Snell, Entdeckung, M; R. Merkelbwh, fhilohgus, 101 (1957), I f. 
a. also 94 L-P (-96 D); 95 L-P (-9? D), The poem quoted is, of 
course, not a wedding song, but the occaaioo may be the departure 
of one of Sappho’s girls to got married. Franicl, ff'.F., 40 f. notes 
very well how charactexistic of Sappho the atomizing sQ^le of short 
aenlerKts Is; cf. the marriage of HeJnor and Andromache, 44 L-P 
(-55 D). 

53. I l^P (-1 D); Page, I U Frfinkel, 2).?., 241., If'.F. 48 ff. I believe 
Sappho thinks of a p^ciilar seated statue of Aphrodite in 1.1, just 
as she thinks of a particular temple in 2 L-P, The other interpretation 
'with coloured flowers (on thy robe)’ (c(. Q. H. Bolling, AJ.P., 79 
(1958). 275 f.) seems to me less good but possible, cf. the slightly 
earlier Aphrodite statue, no, 9, fig, 5. 

54. Anaktoria: 16 L-P (-27 D); Page, 52: Frankel, D.P., 250; iV^E. 
90 ff,; Snell, Bnidsckwig, 88. Beautifully constructed with the return 
in 1,19*20 to (he cavalry and infantry of 1.1. The thread is: 'some 
And cavalry, some infantry, some ships (ha fairest thing on earth, but 
J say. it is what one hve^. So Helen abandoned her heme for Peris: 
she h*4d him and Xypris led her; for Kypris can do what she likes 
with human hearts* (of. Friokel) ^and now she has reminded me of 
Anaktoria whom 1 would rather see than chariots and infantiy.* 
Sappho’s daughter: J 32 L-P (-152 D). 

55. Cf. G.A.Ln Ch- I the Ripe Archaic Peiiod, On Ibykoi, cf. above 
Ch. 1,12 . On Anakreon, Bowra, 284 f.; Frtakel, ^.F„ 378; ^.F. 59 ff. 
Add now Ox. Fap. 2321, 2323, with Peek, Wlss. Ztltsehr. Halle, 5 
(1956X 196 ff. On HipponaK, Fr&nkel, D.F., 284 ff. 

36. Cf. D, J. Furley, ‘The early history of the concept of soul,' S.I.CS., 3 
(1956), 1 f. 

57. Jliad 22,161, On eremalion, cf. M.H , 164 ff. 

58. On Eleusis and the Orphics, cf. W. K. C. Guthrie, Tfn Greeks and 
their Gods. 281 ff., 314 ff. 

59. This is the interpretation of C. M. Bowra, CO*.6 (1956), 6, where ha 
also, like Lasserre 237. takes Axchilochos (21 D) to speak with the 
assurance and the affbction of a man who knows the sea; I am doubt¬ 
ful of this latter interpretation, 

60. W. P^, Grtechische Verslnschrifien, no. 320. cf, (without connection 
with the saa) the feelbg psyche m Hij^onax 42 D, Anakreon 4 D; 
probably also Alkaios 117 L-P (-U0 D) but the text is loo corrupt 
(0 be certain, 

61. K.R. 91*5 (- yS., A 1,22,23). a. Guthrie, In the Beiinnine, 47 ff. 

62. K.R. 163 (-Vi*.. B 2). Anaximenes’ cosmic air seems also to have 
been divine (K.R., p. 150). 

63. Xenos^uuKS* god: K.R, 174-5 (-t^., B 24-6). Wbdomaod athletes: 
KS. B 2, cf, C.A.L., 32; Bowra, £ar^ Greek EJegisls, 127; Frftnkel, 
D.F, 424 f- 

64 K.R.201 (-KS.,B107). 

65. K.R. 268 (- K5.. B 7). a. Frankel, O.F, 354 ff. 

66 . Peek, Versinschriften, no. 887. 
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57. Simonidfts, 4 D; G.A.L., 32; Sown, 340 f. 

68 . Wise: Phiidimos, mid-sixlh century Attic; Peek, Verslnschriften, no. 
74. Sons of Arcbermos, cnid-eiAth cental Chiote: no. 24. A vase 
dedicated on the Athenian Acropolis (B^Iey, A.B^V., 351) is in¬ 
scribed *men made by their wisdom a beautiful ofFering'. Solon 1. 53: 
Xenophanes, 2 D. Beautif\ii: Attic cups, mid-sixth century, a) Muoleb. 
A siren, and beneath it ‘most beautiful ftiure’, A3. V. 664 (Beazley 
however interprets Andrias as a proper name); b) Louvre F 66 ‘I am 
baaulifu!. The cup <or '‘drink" ?) U beautiful.' Beazloy. J.fi.S., 52 
(1932), 178 n- 21. 

69. Cf. MJI., 170 ff. mythical scenes in geometric art; 203 f. geometric 
Agure-painting. 

70. e.f. the Attic Analatos hydria, no. 31. 

71. Argive Polyphemes. no. 66, flg. 3. Cf. particularly the contemporafy 
Attic Ram jug painter, nos. 35*37. 

71 Cycladic Apollo in chariot, no. 89, Og. 4. 

73. Herakles and Nettoc, lio. 40. Timonidas flask, no. 72. 

74. Chalkidian Hekior and Paris, no. 87, Ag. 9. 

75. Ajax by Exekias: no. 59, Ag. 10. 

7$, Miss Lorimer {B.S.A.. 42 (1947), 105) speaks of scenes of individual 
daring and disaster In the hopUte battles on the leventh-cantury 
protO'Corinthien vases (e.g. no. 67), and wo may add a few striking 
individuals in archaic painting: Corinthian, the leading dancer 
Pynhias, no. 70; the nameless phallic dancer, no. 76; Timonidas' 
hunter, no. 71. Laconian, Arkeiilas of Cyrene, no. 85. Attic, the fat 
athlete, no. 58;. the victorious lyre-player, no. 61; the rhapsode, no. 
63, Ag. 14. 

77. Cf. above Ch. 1, n- 28. 

78. For the Acropolis seriee sea H. Payne and O. M. Young, Archaic 
Marble Seulpiitre of the Acropolis (• AM,S~). For Branchldae 
etc. Of. above Ch. I, n. 49. 

79. On the history of grave-relielb see K. Friis-fohastaen, The Attic 
Gravc-rellife, Copenhagen, 1951, particularly 65 ff. 

80. Cf. my Art andUteraiurc (n PourlffCaniury Athens. 16 ff. 

81. The series of nude male figures discussed below is Attic except for the 
Mantiklos Apollo. A similar Attic series of draped femalee would 
contain the Berlin standing goddess, no. 5. still showing the tradition 
of (he New York Kouros, and the F^los Kore, no. 6, foreshadowing 
the Anavysos kouros, and might close with the &ithydikos kore 
(Athens, Acropolis Museum 686, Payne and Youog, A.M.S. 40, pL 
84^; G.AX. 39, pi. 5), who is (he risier of the fair-haired boy and 
perhaps by the same band. Contrast wi(b these two series the Island 
Nikaodre, no. 19, and the Cretan-Pelopoimesian lady of Auxerre, 
no. 9, fig. 5, which can be dated respectively just before the beginn¬ 
ing and halfway through the second quarter of the seventh century; 
the Argive-Peloponnesian twins at Delphi, no. 12, which are not 
very much later than tbe New York kouros; the lonian-Sanian 
Oieramyes statue, no. 22, contemporary with the Berlin goddess, 


54 


GREBK ART AND LITERATURE 


and the bead from Ephesos, no. 25, fig. 6, contemporary with the 
Peplot koro. The Nike of Delos no. 24 probably represents Chiote 
smdpnire about 550. 

82. Maniiklos Apollo, no. 1. 

83. New York kouros, no. 3. The Sounion kouros (no. 2, fig. 7) and the 
Dipylon head have long been known. 

84. Anavysos kouros, no. 7, fig. 8. 

85. For Athenians named after foreigners in the sixth century cf. R. M. 
Cook,68(1948). 148. 

86 . Pair-haired boy, Athens, Acropolis Museum 689. Payne and Young, 
^M.J.45,pl. 113.15; G.A.l^ 39. 


ni 

The Origins of Drama 

Drama was a new kind of literature invented to meet this new 
interest in human individuality and responsibility, a new method 
of presenting the old heroic stories so that in £flh-century 
trapdy the heroes of the past appeared as men of the present 
aaing and speaking in relation to each other. In Comedy (except 
for mythological comedy with which we need not concern 
ourselves) the heroic past was abandoned, and the characters 
of comedy were either real or imaginary contemporaries. But 
to say that drama was invented to show the clashes and inter¬ 
actions of individuals is to give a final cause, not an origin. 
The official beginning of drama in Athens took place late in our 
period. An inscription > tells us that in 534 B.C. 'the poet 
Thespis first acted, who produced a play at the City Dionysia, 
and the prize was a goat\ This was the official beginning of 
tragedy; the satyr play was probably introduced into the same 
festival at the very end of the sixth century, and comedy in 486. 
Over sixty years of strenuous development separate the official 
beginning of tragedy from the earliest surviving tragedy, the 
Persae of Aeschylus, and a similar period divides the official 
beginning of comedy from the earliest surviving comedy, the 
Ackarnhns of Aristophanes. Much of the early history of drama, 
as well as the prehistory of drama, is extremely obscure, and all 
that can be attempted in this chapter is to show what kind of 
materials, pre-dramatic, religious, or literary, the earliest 
dramatic poets had to use and what kind of compulsions 
impelled them towards drama. 

If we read, as we now can, a play by the fourth<entury comic 
poet Menander, or if we study tds longer papyrus fragments, 
we find a sort of comedy to which we are wril accustomed; and 
indeed the social comedy of our own day is in a straight line of 
development from Renaissance adaptations of Plautus and 
Terence, who themselves adapted the Greek comedies of 
Menander and bis fellows for the Roman stage. The Roman 
theatre itself was not essentially different from the modem 
theatre: the stage buildings were connected with the auditorium 
by side walls and awnings, and the actors were firmly separated 
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from the audience by the considerable wall supporting the 
stage so that it only needed a darkened auditorium and foot¬ 
lights to produce the picture-frame stage. If however we saw a 
play by Menander not as it was produced in tramlation by the 
Romans nor as it was produced in the Hellenistic theatre with 
the high stage, but as Menander himself produced it in the 
theatre of Dionysos, it would look very different. 

Most obviously, the relation between audience and actors 
was quite different when the actors were only separated by a 
couple of steps from the round dancing floor, which was 
bounded for half its circumference by the front row of the 
auditorium. And this round dancing floor, the orchestra, was 
occupied between the acts by the chorus; their songs now were 
merely interludes; nevertheless some connection with the play 
was still maintained even by Menander because when the chorus 
first appear the actors say: ‘Let us get out of the way: there are 
some drunks coming.' Here then Menander was between two 
kinds of drama: modem drama, where nothing remains of the 
chorus except the interlude music between the acts, and earlier 
Greek drama, in which the chorus was present in the orchestra 
aU the time, commenting on or participating in the action, so 
that it formed both a physical and a spiritual link between the 
audience and the actors. 1 should like to say that the link be- 
tween the audience and chorus goes right back to early, very 
early times when the village watched the dancers on the circular 
threshing-floor, praying the god to bless the harvest or thanking 
him when it was safely stored. Mrs. Ure * has recently made this 
case: the threshing-floor was also the place where the grapes 
were dried, and Dionysos as the god of wine was naturally 
connected with the vineyard; there is also a little evidence both 
in art and literature that Dionysos was sometimes the god of the 
threshing-floor. It is possible that a circular threshing-floor 
existed under the Athenian Acropolis in what was later the 
dieatre of Dionysos; or it may merely be that the round orches¬ 
tra was modelled on round threshing-floors elsewhere ^ In either 
case the connection between Dionysos, harvest, grape harvest, 
and dancing place is suggestive and worth remembering, ^cc 
many elements in Greek drama derive ultimately from agricul¬ 
tural ritual. 

The fourth-century poets who reduced the chorus to singing 
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interludes were using an old element of drama in an entirely 
new way. The chorus, which had been the essence of drama, 
was turned into a structural device, a means of punctuation. 
In the same way masks were a convenient method of showing to 
an enormous audience the sex, age, family, social status, and 
sometimes the mental characteristics of the characters. By a 
further refinement Menander sometimes contrasted the true 
characteristics displayed in actions and words with the charac' 
(eristics assumed from the mask. The state only provided the 
poet with three actors so that an actor might have to take 
several parts in one play, and the use of masks made this 
possible; or a cliaracter might be needed in a scene in which all 
three actors were already employed, and his mask could then 
be worn by a super. In develop^ drama the mask served the 
convenience of the poet; but in origin the mask gave its wearer 
the personality of the god or of some being closely connected 
with a god, and by wearing the mask and doing what he wished 
the god to do, he might persuade the god to act in the same way. 
My point here is first to stress that what was invented for one 
reason may continue in use because it is convenient for sozoe 
quite dilTerent purpose (as well as because it is traditional) 
and may then be adapted by a genius for an entirely new artistic 
purpose; and this, I l^eve, is a law of very general application. 
Secondly, 1 would note that masks and chorus are elements in 
Greek drama whose presence and origin has to be explained. 

Let us go back a hundred years before Menander to the time 
of early Aristophanes and late Euripides and Sophocles, the 
last quarter of the fifth century. What is obvious at once, is that 
the plays of Menander are much more like the late plays of 
Euripides than they are like the early plays of Aristophanes. 
The change from the Old Comedy of Aristophanes to the New 
Comedy of Menander took place gradually through the fourth 
century; then suddenly someone (the poet Menander or the 
politician Demetrios of Phaleron?) realired that the nature of 
Comedy bad changed, and it was redressed to suit Its new 
respectability. The Old Comedy of Aristophanes and his 
predecessors included various elements which can be traced 
back far beyond 486 B-C-, when Comedy was officially intro¬ 
duced into die festival of Dionysos— animal choruses, obscene 
costume, ugly women’s masks, and personal abuse- They have 
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however all of them something to do with agriculture and the 
successful bringing to birth of crops> animals, and human 
beings; for this reason they can all be part of the ritual of 
Dionysos and we must not forget that the Birds, the Oedipus 
Tyramus, the Jphigcnia in Tauris, and the Bacdiae were pro¬ 
duced in diifereut years but at the same festival. 

At the risk of gross over-simplification we might distinguish 
five types of play in the late fifth century: heavy tragedy»light 
tragedy, Dionysiac tragedy, satyr play, and comedy—all 
product at the same festival in honour of the same god. 
Dionysos. Again grossly over-simplifying we might say that 
a sequence of atmospheres—peace, trouble, rejoicing—underlies 
them all, but that the emphasis is on different parts of this 
sequence in the different forms of play. In heavy tragedy (like 
the Oedipus Tyrannus) the emphasis is on the trouble but 
nevertheless some sort of calm is achieved at the end, ajid I 
suppose the same may be said of Dionysiac tragedy, of which 
the only surviving example is the Bacchae; in light tragedy 
(like the Ion), and much more obviously in satyr play and 
comedy, the emphasis is on the rejoicing at the end; but it is 
only a^ieved after a certain amount of trouble, considerable 
in plays like the Ion or the Iphigenia In Tour is and recognizable 
at least in the difficulties which Dikaiopolis has to meet in the 
Acharninns or Strepsiades in the Clouds. There is at least a 
curve, first downward and then upwards, which is common to 
all Greek plays, however much its steepness and the actual 
location of its high and low points may vary between them. We 
have to ask not only whether we can see the germs of these five 
types of play in our period but whether we can also account for 
this curve, whether in fact we can sec any story or stories of 
this shape which are likely to have been so important (originally 
for religious reasons) and so satisfying aesthetically that they 
established a rhythm or rhythms to which other stories, if they 
were to be performed dramatically, were made to conform. 

Tragedy (as later the satyr play and comedy) was introduced 
about 534 into an existing festival, the City Dionysia. To this 
festival also the cides of Che Athenian empire sent the grossest 
kind of fertility emblem, the pbalJos, as part of their tribute. 
With other evidence this seems to mean that in origin the festival 
into which drama was introduced was a festival designed to 
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ensure fertility. This particular cult seems to have been intro* 
duced into Athens at a definite moment. The City Dionysia 
honoured Dionysos Elcuthereus, Dionysos of Eleuiherti about 
20 miles N.E. of Athens. His image was seated in the front 
row of the theatre and his temple was just below the theatre. 
The story was that Pegasos of Eleutherai tried to introduce his 
cult to Athens, The Athenians would have nothing of it. They 
then all became impotent and ^pealed to the Delphic oracle, 
which commanded them to introduce the cult; the cult included 
offering phalloi to Dionysos *. The temple of Dionysos Eleu* 
thereus at Athens was certainly not built after 500 and probably 
not much before 600 ’; at the same time a circular dancing door 
was prepared on the site of the later theatre. The introduction 
of the cult may have been earlier than the temple, but the cult 
cannot have been old because it was administered by the 
eponymous archon and not by the King archon, who inherited 
the religious privileges of the King; this would make a date 
before the end of the eighth century very unlikely*. 

A very similar story is told in the P^ian inscription about 
Archilochos’. He tried to introduce a similar fertility cull in 
Paros and was opposed. Then the men became impotent, and 
when they consulted the Delphic oracle they were told to honour 
Archilochos, which presumably means that he was allowed to 
introduce the cult. Three of his poems may be connected with 
this event. The inscription closes the story with a very frag¬ 
mentary poem in double-short metre which mentions Dionysos, 
unripe grapes, honey-sweet figs (both perhaps with a trans¬ 
ferred sexual meaning rather than in their literal meaning of 
fruit), and Oipholios, which I take to be the name of a fertility 
spirit, The second poem, prescrved partly on papyrus and partly 
in quotation, satirizes sexual pleasures and concludes with a 
prayer to Apollo to afflict Archilochos’ enemies with disease; 
if this combination is right, it sounds very much as if Archi¬ 
lochos* prayer was answered at least to the extent that Delphi 
threatened them with disease *. The third poem survives in the 
single line: T know how to lead the lovely song of the Lord 
Dionysos, the dithyramb, when my wits are fused with thunder¬ 
bolts of wine.’ As a contest of dithyrambs was later part of the 
Athenian festival, it seems to me probable that Archilochos’ 
dithyramb was part of this new Parian fertility cult of Dionysos, 
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Archilochos’ working life extended roughly from 6S0 to 640B.C. 
Well before the end of the seventh century the neighbouring 
island of Chios was making cups in the shape of a phallos and 
exporting them to Naukratis, Athens, and Aegina these belong 
to the same spirit as the new cult. We cannot date the Athenian 
cult precisely, but it seems likely that it was part of a general 
movement which swept Greece in the late seventh century. 

Heutherai had curious legends about Dionysos Melanaigis ‘», 
but we do not know that they were imported loo- Two Attic 
vases of the mid-sixth ccnluiy may well be connected with the 
pbalUc cull itself. On a black-figured cup by the Heidelberg 
painter > J men dance round a flute-player, wearing long dresses 
surmounted by an overgarment with a broad central stripe; 
they have filleu round their heads and beards wluch look sus¬ 
piciously false, It is possible that they are the chorus who 
conducted the phallos pole into the middle of the orchestra. 
The other cup ‘ ^ shows the phallos pole itself; it is carried by 
six men and is surmounted on one side by a giant satyr and on 
the other side by a giant fat man. These associations are of 
considerable interest- In the first place the phallos cult is asso¬ 
ciated with satyrs elsewhere. A late relief in Ephesos ^ ^ shows a 
large phaUos carried by a walking man followed by a mn with 
a tail, who is evidently a man dressed as a satyr. This festival 
was known as the Kaugogia or Return of Dionysos and is 
evidently the festival to which Hcrakleitos in the late sixth 
century B.C. alludes when he says in his dark way: ‘they make a 
procession to Dionysos and they siog a hymn to genitals - -. 
Hades and Dionysos is the same, in whose honour they rage 
and celebrate Lenaean rites.’ The identification of Dionysos 
and Hades will concern us later. Here let ns note that Hera- 
klcitos adds another element to the Return of Dionysos, the wild 
dances of women known as Maenads; they also will engage us 
later. They were also associated with the Return at Milctos 
and at Athens. In Smyrna, Klazomenai, and Athens Dionysos 
returned on a ship, which was carried or wheeled through the 
town. In Klazomenai (and therefore probably at Athens) in the 
sixth century men dressed as satyrs danced round the ship. Is 
Smyrna the festival was called the Anthesteria and was cele¬ 
brated in the spring- It was in fact a fertility festival: Dionysos 
as the god of fertility returns to the world in the spring. The 
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Anthesteria at Atheni was much older than the City Dionysia 
and may go back into the Mycenaean period, since it appears 
to have spread from Athens to the Ionian cides at the time of 
the migration. Thus Dionysos already had a spring fertility 
festival in Athens before the City Dionysia was instituted. He 
had always returned by sea every year at the Anthesteria. Now, 
at the City Dionysia. he was brought back by land from Eleu* 
therai to answer some particular need. Formally the festival 
was new; in essence it was a new form of something very much 
older, which survived alongside it. 

The giant satyr and the giant fat roan on the phallos pole at 
the City Dionysia look forward to classical drama. Satyrs 
formed the chorus of the satyr play when the satyr play was 
introduced into the festival at the end of the sixth century, 
one common type of chorus in Old Comedy consisted of fat 
men' the actor of Old Comedy, when he played a male part, 
was in costume a descendant of the phallic leader of the fat 
men, whom we know from Corinth (though not from Athens) 
in the sixth century ^ -. The giant satyr and the giant fat man are 
not simply the creation of pictorial ima^nation; they are the 
glorification of actual perfonnen. The fat man is a gigantic 
version of the padded dancers who appear commonly on Attic 
vases of the early sixth century, and the satyr is a gigantic 
version of the men who danced masked and costumed as 
satyrs Satyrs and fat men are obviously closely connected, 
and I think it is probable that the fat men were sometimes iv 
ferred to as satyrs, but it is better to keep them apart and call 
them fat men. They are, of course, men dressed up, and where 
we know their names, as we do from two Corinthian vases, the 
names suggest that they are men dressed up as fertility spirits ‘ ^ 

It is well known that the dances of the fat men were very 
common in Greece in the sixth and Utc seventh antury not 
only in Athens but also in Sparta and Corinth and Boeoua and 
indeed all over the Greek world. It is perhaps not quite so well 
known that, as weU as the fat men, men dressed as satyrs api^t* 
on Corinthian vases of the late seventh century, that figures like 
the fat men and the satyrs (but with nothing to show that they 
are p^ormers) appear on an Attic vase of the early seventh 
century, that a moulded vase in the shape of a satyr has been 
found in Samos and dates from the very be&nmng of the 
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seventh centuiy, that a round dance of ithyphallic goai^rnen is 
represented by an Arcadian bronze of the seventh century and a 
similar sin^e phallic goat-man by a bronze from Samos of much 
The same date, and that figures extremely like the fat men in 
posture and shape appear on a relief in Syracuse and on a tomb 
in Cyprus of the early sixth century”. Again these perfor¬ 
mances were obviously very old and very widespread* and we 
can now say with some confidence that they went back to the 
Nfycenaean age and were presumably alre^y then connected 
with Dionysos* since we now know that he was a Mycenaean 
god > 

We know one song chat the fat men sang* or that was sung 
by a singer while they danced, because they appear several 
limes in a scene which shows Dionysos bringing back Hephais- 
tos on a mule. Hera threw her lame son Hephaistos out of 
heaven and he took refuge in die sea. This much Homer gives 
us, but he leaves out the rest of the story either as being too 
unseemly or as irrelevant to his immediate purpose. Hephaistos 
sent Hera a beautiful chair as a present. When she sat on it she 
found she could not get up again. The war god Ares was sent 
to bring Hephaistos back but was driven off himself. Finally 
Dionysos made Hephaistos drunk and brought him back on a 
mule. On (his journey he was accompanied by satyrs and 
maenads. The reward for Dionysos was admission to heaven and 
for Hephaistos marriage with Aphrodite. Homer also knows the 
sequel, the similar story of Aphrodite and Ares* which Demodo- 
kos sings in the Odyssey : Hephaistos arranges a bed which 
binds Aphrodite and Ax^ as unexpectedly and securely as his 
chair had bound Hera. In one version of the original story 
Daidalos is substituted for Hephaistos and Bnyalios for Ares* 
and in one version of the sequel also Enyalios is substituted for 
Ares ‘ *. Daidalos and Enyalios were the craftsman god and the 
war god of Mycenaean Crete; it is therefore possible that 
(he story, like the fat men and satyrs who sang it. can be traced 
back to Mycenaean times. 

The story was extremely popular in the lace seventh and early 
sixth century B.C. We know it from vases made in Athens, 
Corinth, Sparta, Chalkis, Rhodes, and Etruria. In Athens it 
was sung while men dressed as satyrs danced; in Corinth it was 
sung by the fat men or sung while they danced As far as 1 
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Jcnow, all the groups of vases which have pictures of this story 
also have pictures of fat men dancing. Later, it was made the 
subject of a comedy by Epicharmos in Syracuse, which had a 
chorus of Komasts; they were evidently the Sicilian version of 
the fat men. Later stiU, it was the subject of a satyr play by 
Achaios of Eretria, who wrote in Athens in the fifth century, and 
the Cretan version was the subject of a fourth*century comedy. 
Epicharmos in Syracuse probably dramatized a subject which 
was already sung by the local fat men, and the story may well 
have been brought there by Arion of Corinth * > when he made 
his concert tour of the West. But before he settled in Corinth 
and wrote songs for the fat men and satyrs Arion came from 
Lesbos, where his younger contemporary Alkaios composed a 
hymn in which the story of the Return of Hephaistos was told. 

Alkaios* hymn may have been written for the cult of the 
three gods, Zeus, Hera, and Dionysos, in Lesbos > They are 
mentioned toget^r by Sappho as well aa by Alkaios. Sappho 
says that the Atreidai did not leave Lesbos after the fall of Troy 
until they had invoked the help of Hera, Zeus Antiaios, and 
Thy one’s lovely ion. Alkaios speaks of a great precinct estab* 
lished by the l^bians in honour of Zeus Antiaios, the famous 
Aeolian goddess, mother of all, and Dionysos, devourer of raw 
flesh. Zeus Antiaios is interpreted as the god of suppliants. The 
Return of Hephaistos ends with Hera’s appeal to Zeus to admit 
Dionysos to heaven; Zeus Antiaios has therefore a place in the 
story. In the Return Dionysos is habitually accompanied by 
his maenads, Che wild women who sought communion with the 
god by tearing to pieces and eating a wild animal; Dionysos is 
therefore rightly the son of the Rager (Thyone) and the devourer 
of raw flesh. Most interestingly, Hera is the mother of all, and 
therefore an earth goddess. This explains the symbolism of the 
whole story. The binding and release of the earth goddess by 
the craftsman fire god symbolized ori^nally the binding of the 
fruitful earth in winter and its release ia spring; the craftsman 
fire god can only be forced to act by the new life of the New 
Year, Dionysos, who as the result of this act is admitted to the 
upper world. Thus the story is not only a return of Hephaistos 
but also a Return of Dionysos like the Returns of the Anthes- 
teria and the City Dionysia. 

Both the cult, which we may assume existed in other forms 
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else^vhere, aad the story which ejcplajned the cult are surely 
extremely old, and we need not mistrust the clue which leads 
back to the Mycenaean age. The stozy had a revival, as 
we have seen, in the seventh and sixth century and may reason¬ 
ably be regarded with its sequence of trouble, resistance, in¬ 
trigue, triumph, and marriage as one of the archetypal stories 
which set the rhythm for satyr play and comedy (and perhaps 
also for what we have called light tragedy) besides being itself 
performed in different places and at different times 
This long investigation of fat men and satyrs has shown their 
great age, their renewed vigour in the seventh and sixth century, 
and their future in classical drama; it has also introduced us to 
one archetypal story, which influenced the rhythm to which the 
stories of plays were adapted. But there are other ancient ele¬ 
ments partic^arly in comedy of which nothing has yet been 
said, \^^t of the animal choruses and the ugly women, who are 
also a part of Old Comedy, and for that matter the ordinary 
women like the chorus of the Lyslsiraia, who were not necessarily 
ugly 7 The two vases which show choruses of men dressed up as 
birds are difficult to date and I doubt if we can say for certain 
that they are earlier than 4S6, the official introduction of 
Comedy. The vase with a chorus of Knights, men in armour 
riding men dressed up as horses, was not painted after 530 and 
so must be flf^y years before the introduction of comedy 
Another vase3^ recently bought for Christchurch, shows a 
chorus of men on stilts wearing a kind of skin breastplate. 
My colleague, Eric Handley, suggests that they are Giants; but 
they might also be Titans, and it will be remembered that the 
chorus of Kratinos* comedy the Phuici was composed of Titans. 
$0 here again we have evidence of a comic chorus fifty years 
before the official introduction of comedy. There are stories 
which connect the Titans with Dionysos and these may have 
provided the subject of their song. But that is guesswork and the 
important point is that here is yet another early chorus of men 
in costume. Athenian vases of the first half of the sixth century > * 
also show choruses of men dressed up as women dancing by 
themselves and men dressed up as women dandng with fat 
men. We can say for certain that all these choruses are part of 
the background of comedy and satyr play, and that all of them 
probably performed on an agricultural occasion; but the con- 
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aection with the festival of Dionysos Eleuthereus itself cannot be 
demonstrated, and other older festivals of Dionysos, the Lenaea 
certainly and the Anthesteria possibly, included a dramatic 
element * 

The ugly women take us outside Attica because the one clear 
case which we know of dances of ugly women is in Sparta, and 
these have naturally been connected with the clay masks found 
there in the temple of Ortheia. The facts are well known, and I 
have suggested ^ < that these were dances of ugly women round 
an uglier goddess, and that we are justified in seeing parallels 
in the big bearded Gorgon masks accompanied by two slightly 
smaller beardless Gorgon masks of the eighth century from a 
sanctuary of Hera at Tiryns, in the Gorgon-headed goddess on 
a Rhodian plate, and in Homer's description of the lame, 
squinting, wrinkled Prayers who accompany Infatuation. All 
these I take to be dances to promote fertility, but instead of 
Dionysos or his representative the centre was a tenifying god¬ 
dess. At S^na the goddess was Ortheia, in Elis (the kordax) 
and in Attica (the bear maidens) she was Artemis, in Arcadia 
(Lykosoura) she was the Mistress, at Phigalia she was a horse* 
headed Demeter > *: we do not know who she was in Rhodes or 
what Homer would have called her. Homer takes us back to the 
eighth century and the Tiryns Oorgons are of the same date. 
The fact chat variants of (his ritual occur on both sides of tbe 
Aegean puts its origin back into tbe pre-migration period (and 
Arcadia was notoriously a backwater where Mycenaean 
practices survived) but we have no certain evidence from the 
Mycenaean period, as far as 1 know, for men masquerading as 
animals ’ ^ or as ugly women in the service of a fertility goddess. 

We can however say that masked dances of this kind were 
very old and very widespread. In some of these rites the god¬ 
dess herself was represented by a mortal wearing her mask'- 
probably at Sparta, Tiryns, and Rhodes, certainly at Lykosoura 
and Pbeneos in Axoadia; and at Letrinoi in Elis tbe goddess 
Artemis and her nymphs wore indistinguishable masks. Here 
we have the mask used for its original purpose: the human 
being becomes the god or rather the god becomes the human 
being, and this makes the ritual effective. We know this use of 
the mask from Attica itself and, significantly, from the cult of 
Dionysos. At a festival, which some regard as the Lenaea and 
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Others with more likelihood, 1 think, as the Anthesteria, the 
mask of Dionysos was carefully prepared and was nailed on a 
tree or pillar with drapery beneath it; under the tree women 
mixed wine, and I think we may conclude, from the common 
presence of dancing maenads on the vases which show this 
rite, that the women sang about the wild dances of the mae-. 
nads*'. If the festival was the Anthesloria, the mask was 
presumably worn by the man impersonating Dionysos both 
when the god arrived in the ship and on the later day when the 
god was married to the wife of the King Archon. The vases 
which show the mask and the actual marble masks of Dionysos 
which survive do not take us back beyond 530 (the frontal 
Dionysos on the Francois vase takes lU back another forty 
years and should be derived from a mask); but both festivals 
were very old, and there are good reasons, as we have seen, 
for tracing them back before the Ionian migration, i.e. to the 
eleventh century B,C. The impersonation of Dionysos by a man 
wearing his mask has therefore a very long history behind it in 
Attica. 

This survey of impersonators who performed during the 
sixth century and earlier at Athens and elsewhere has revealed 
much that looks forward to comedy and the satyr play, a little 
(the Return story) that looks forward to light tragedy and a 
little (the masked man representing Dionysos and the vase with 
young men dressed as maenads) that looks forward to Dionysiac 
tragedy (to this I shall return later), but nothing that looks 
fbrwaM to what we have called heavy tragedy- Few of the 
Athenian performances which we have considered can be 
associate for certain with a particular Athenian festival, 
although they were all there as raw material to be borrowed. 
We can however, as sve have seen, reasonably associate the 
phallos pole surmounted by the satyr and the fat man with (be 
City Dionysia. It is therefore highly probable that satyrs and 
fat men danced at the City Dionysia and, as we have seen, one 
of the songs which they sang, or which was sung while they 
danced, was the Return of Hephaistos. We may go a st^ 
further and suggest that their songs were called dithyrambs, 
since we know that the dithyramb was later an essential part 
of the festival, and we have ^o connected Archilochos* dithy* 
ramb with his introduction of the phallic cult. The question 


THE ORIGINS OF DRAMA 


67 


then mAy be phrased thus: by what transmutation could a 
dithyramb sung by fat men or satyrs develop into an Agamem^ 
non or an Oedipus Tyranms'f 

There is one old suggestion which may now be made more 
plausible. One of the strange things about classical tragedy is 
that whereas the dialogue is written in good Attic the choruses 
are in Doric. It is explained that Doric was the naturai language 
for chorai lyric because the great masters of choral lyric in 
Thespis' time were Peloponnesians^^. We suppose then that 
Thespis added an Attic prologue and speeches to choral songs 
about the heroes of the past written in the Peloponnesian 
manner. But how could this fit into or grow out of the dances 
of the fat men and satyrs, which we have come to regard as an 
essentia! part of the newish festival of Dionysos Eleuthereus? 
This would be easier to understand^ if in the Peloponnese songs 
about the heroes of the past were sung by cboruiea of fat men 
or satyrs; and this interpretation has been given of the passage 
in Herodotos in which he describes how the Sikyonians used to 
honour Adrastos with tragic choruses about bis sufferings, 
until Kleisthenes (in the very early sixth century) handed over 
the choruses to Dionysos Tragic choruses have been inter¬ 
preted as goat choruses, and goats have been equated with fat 
men or satyrs. Pickard-Cambridge hnds 'almost inconceivable’ 
the idea of satyrs and fat men singing of the sufferings of a dead 
hero. But is It really so impossible? Not if there was any con¬ 
nection between satyrs or fat men and the dead. The new piece 
of evidence here is the fat man on a tomb in Cyprus, dated in 
the sixth century. If this is considered with Herakleitos' rather 
later equation of Dionysos with Hades in the same passage in 
which he describes the fertility rites paid to Dionysos, with the 
common appearance of satyrs on tombs from late fourth 
century, widi the sexual emblems on tombs and in Hellenistic 
mystery cults, which ensure a successful after-life for their 
participants, with the fact that a day of the Dionysiac festival of 
the Anthestcria was connected with the ritual of the dead ^ * I 
think the natural explanation Is that Dionysos was always 
connected with the dead and that the connection is the same as 
that of Demeter-—the com Is buried and rises again and so man 
is buried and may rise again; then the fertility symbol is no more 
out of place on the tomb than in the harvest festival, and the 
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fat men of the fertility cult can sing of the dead without im¬ 
propriety. If this is so» then KJeisthcnes was returning (even if 
the word should be literally translated *duly giving’) his own 
ministers to Dionysos, who had lent them to Adrastos. I use 
the word ‘lent* on purpose. Our evidence sceras to show that 
although the great dead of the Mycenaean age were worshipped 
in their Combs during the Mycenaean age, the worship ceased 
in the dark ages, but was consciously revived in the eighth 
century when Greece was becoming sui!iciently prosperous 
again and sufficiently settled for real (or fictitious) ancestor 
cults to have some significanct ^ ^ But there is no reason why the 
connection between Dionysos and the dead should ever have 
been lost, and so when it became desirable to honour the dead 
Adrastos the fat men as ministers of Dionysos were the people 
to do it. Then with the new popularity of Dionysiac cults in 
the late seventh and early sixth century Dionysos received the 
choruses back. 

If this is right, sixth-century Peloponnesian choruses of 
satyrs or fat men might sing in honour of Dionysos songs 
about heroes who had nothing to do with Dionysos. Another 
piece of evidence chimes in with this. Arion»< is said to have 
'named' his dithyrambs and was called a 'tragedian* by his con¬ 
temporary Solon. Named dithyrambs arc surely, as later, dithy¬ 
rambs with titles, and titles probably imply that Che range of 
sul^ects Induded more than the obvious Dionysiac themes like 
the Return of Hcphaistos. We have seen reason to suppose 
that the early dithyramb was danced by fat men and satyrs and 
that such dithyrambs were performed at the City Diooysia. 
Thus it would not have been very difficult for Thespis to take 
over the Peloponnesian dithyramb and its heroic subjects into 
the Athenian festival and to convert it into tragedy by the 
addition of an Attic prologue and speeches. 

It is at least arguable that Arion*s dithyramb itself attained 
a high seriousness when narrating the stories of heroes. Some¬ 
times, as we have seen, contemporary Corinthian painting 
depended on a lyric source, which was almost certainly Anon; 
and there is no reason to dtny Anon’s lyric narrative the power 
and dramatic concentration of the best Corinthian vase- 
paindng, as we see it for instance in the Achilles and Troilos 
of the Timonidas bottle ^ And in Athens itself Exekias’ death 
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of Ajax»• was painted within five years of Thespis’ introduction 
of tragedy. 

G.F. Hse 5 * has recently reminded us of two important facts 
which bear on this question- First, the obvious model for the 
prologues and speeches of the new art form was the iambic 
poetry of Solon, whose high seriousness and sense of respon¬ 
sibility were discussed in the last chapter. Secondly, the redU- 
tion of the Iliad &nd Odyssey at the Panathenaea was probably 
a fairly recent innovation, and these recitations were dramatic 
in the sense that the rhapsodes delivered the speeches, whi^ 
occur in large numbers in the epic, with full attention to the 
age and sex of the epic characters and the position in which at 
the moment they found themselves. Thus serious dramatic 
speech was already a known quantity in Athens and bad been 
so since the first redtations of Homer. These various elements 
of form and content were fused by Thespis into a kind of per¬ 
formance which could in time develop into an Agamemnon and 
an Oedipus Tyrannus. 

But we have still to speak of another influence which may 
have been as important for fixing the rhythm and shape of 
heavy tragedy as the Return story was for satyr play and 
comedy. This is the Resistance story. By the Resistance story 
I mean the story, or rather the group of stories, in which Diony¬ 
sos and his maenads are resist^ by a king, on whom Dionysos 
later takes a tremendous vengeance: the best known instance 
of the dramatization of this story is the Bacchae of Euripides. 
I believe that Gilbert Murray** was essentially right both in 
finding this kind of story archetypal for heavy tragedy (as well 
as for Dionysiac tragedy) and in tracing it back to vegetation 
ritual. The connection between the ecstatic dances of the mae¬ 
nads and the Resistance story is as inhmate as the connecdon 
between the dances of the satyrs or fat men and the Return 
story. Dionysos cannot return (whether with Hephaistos or on 
ship) without his satyrs, and the ecstatic dances of the maenads 
are the chief cause of the Resistance to his worship. In both 
cases we have a performance and a story which can be traced 
back far beyond the ofEicial beginnings of drama, and in both 
cases it is a reasonable guess that the performers often sang (or 
danced while a leader sang) the local version of the story. 

As with the Return story, we can trace both the myth and the 
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performances backwards. The myth has many different versions 
attached to different places and the characters are always 
legendary. The Resistance of Lykourgos is well known to 
Homer, and there is no reason why these stories should not be 
Mycenaean in origin^'. The peiformances also were wide^ 
spread and old^^. There are many scattered references to 
women called maenads or the like honouring Dionysos in 
different places during classical and Hellenistic times. In Delphi 
they can be traced back to the seventh century. In Ephesos in 
the sixth century, as we have seen, they were associated with 
the Return of Dionysos, and if this festival was the Anthesteria. 
it is likely to have been very old; we have seen also that at the 
Athenian Anthesteria the women sang of the wild dances of 
the maenads while they prepared the wine at the foot of the 
column surmounted by the mask of Dionysos. In Athens they 
probably gave their name to the Lenaea, which again was a 
very old festival. *Very old* means before the Ionian migration 
and therefore probably Mycenaean. As we now know that 
Dionysos was a Mycenaean god, we may see the ancestresses 
of the maenads in the women who perform ecstatic dances in 
Mycenaean and Minoan art, and these dances have been con* 
vincingly interpreted as a vegetation ritual 
Thus this strand of Dionysiac legend and ritual leads straight 
back to a very early year-god cult of the kind which Gilbert 
Munay supposed for the origin of Greek tragedy. In the sixth 
century the Resistance story had all the authority of age as well 
as the new interest arising from the recent widespread revival of 
Dionysos cults. The women who took part in the cults may have 
worn fawnskios and carried thyrsof, but they were contem¬ 
porary maenads, carrying out contemporary ritual to meet 
contemporary needs, even if they sang of the legendary past. 
When men ^ssed up as maenads and represented maenad of 
the legendary past taking part in the Resistance story, the trans¬ 
ition was effected from cult to drama or pre-drama. I say drama 
or pre-drama because we do not know when this first happened. 
Our earliest evidence is an ACdc pyxis of the mid-sixth 
century, on which a flute-player plays to five youths dressed in 
chitons, which come down to their knees, and over the chitons 
garments with long tails, which seem to belong to skins. They 
formed a chorus of maenads contemporary with Thespis, and 
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they were either a very early tragic chorus or yet another of the 
pre-dramatic choruses of which we have spoken. In any case 
they prove that in Thespis’ time on some occasion a chorus of 
young men did represent maenads, and presumably they sang 
of tearing to pieces wild animals, if not of Pentheus or Lykour- 
gos- Thus we can make a case for Dionysiac tragedy with its 
chorus of maenads being a very early form of tragedy * s which 
could have influenced the whole development, because the 
Resistance story (which probably in origin told of the resistance 
of natural forces to the resurgent life of the new year as a means 
of compassing their defeat) had become the resistance of man to 
the power of the gods and his disastrous fall—a story of human 
pride and disaster to which other heroic stories were readily 
assimilated, because Thespis and hii successors saw their 
legends in terms of human responsibility. 

The early history of tragedy as distinct from the pre-history 
is still desperately obscure until we can read our first complete 
play with Aeschylus’ Persae in 472. What 1 have attempted to 
show is that the elements whose development we can trace 
from Aes^ylus to Menander and so to our own day were 
present in Athens in the sixth century. Thespis drew on Diony- 
siac cult end legend, Homeric epic, the iambics of Solon, Pelo¬ 
ponnesian choral lyric, the dances of the fat men, and the 
masked Impersonators of Dionysos to produce drama, which, 
however phmitive it was m its early stages, showed men acting 
and speaking in reladoo to each other. With the opposition of 
actor and chorus the possibility of development to the agonised 
decisions, the scenes of persuasion, the extortions of truth, and 
the character conllicts of Attic drama was given, and the com- 
mentao^ could be put into the mouth of the chorus as one of 
the participants instead of being given by the poet from his 
own lips as In epic. In this sense the new art had also a realism 
unachieved before. 
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(References to works o( srt will be found under the approprisce numbers 
in the list of Monuments at the end) 

I. See Pickard-Cambridae, Dithyramb etc., 91 (Thcspu), 94 (Satyr play); 
Pesflvols, 81 (Costedy). 

1 Uro, C.fi. 49 <1555), 225 f. cf. Strieker, J.E.A.. 41 (1955), 54. Mrs Utt 
quotes a fini><«nhiry Corinlluas vase on which Dionysos itolds a 
winnowing fan and a winnowini fork. A papyrus of the third century 
B.C (Jilbth n. no. ITT) lecma to contain a lament of Scmele for 
Dionysos, and Dionysos is said there to have a golden winnowing 
fork. 

y The evidence about early performances in the Agora (as distinct 
from ibe Theatre) is eaUemely unclear, and we have no evidence as 
to the shape of the oreA«rpa in the Agora: it may also have been 
round. The suggestion that the performances at the Oty Dionysia 
took place in the Agora before they were transferred to the theatre 
rests on the assumption that the transference was due to a collapse of 
die Ikrie (wooden-stands) in ihe Agora during a performance of 
Pretinas. The assumption that the Ikrh were in the Agora depends 
on the connection between the Ikria and the poplar tree. Pickard- 
Cambridge is probably right in supposing t) that it was the ikria in 
the theatre which collapsed (since Aeschylus as well as Pratinas was 
involved) and b) that the early perfonnancee in the Agora were con¬ 
nected with tbe Lenaea rather than with the OCy Diouysia (TTitaire 
of Dionysus, 12 f,). a R. Martin. R.P., 31 (1957), 72 f. 

4 . Tbe evidence is the Scholiasri note on Aristophaoes, Aeharntvu. 
243: ’Xanthias. set up the phallos'. Cf. Pickard-Cambridge, FestiMh. 
55 f., 60. The momimcnt set up by the successful choregos (producer) 
might be phallic in form, cf. Buschor. A.M. 52(1928), 96 f. 

5. Nilsson (Op. Sel., i, 128) quotes Wilamowitz for saying that the 
temple was not earlier than Soloaiac; Pickard-Cambridge, Theatre, 
3 says the foundations suggest the ep^ of PeUistntos; I. T. Hill. 
Ancient Oiy of Athens, 107, 'before the end of the sixth century’. 
Stone and tcdinique are identical with the scanty remains of the 
earliest theatre. 

6. Cf. Pickard-Cambridge, Festivals, 56. 

7. Cf. above Ch. II, n- 26, 27 for references. For OiplioHos note that 
Olphon is the name of a satyr on a red-figure vase (A.R. V., 25/7). 

8. According to Plioy 36, 4) Sikyon was simUarly afflicted in the 
early sixth century and commanded by Apollo to complete a statuary 
group by Dipoiaos and Skyllis (cf. J. Boardman in /.H.S.,77 (1957). 
279). 

9. a. R. M. Cook, R5-4„ 44 (194^, 158. 
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10. Reported by the Sude lexicon on MeknaigU, and Seholiut on 
Aristophanes, Achariiians, 14d, Nilsson {Op. Se!.. i. U3 f.; Ctsck. 218; 
cf. Pickaid'Cambridge, Dli/iyramb^te.. 160 f.) believes that Dionysos 
Melanaigis had a chorus of goaVmen and finds here the origin of 
msedy; but it is not clear that the story or ritual coocectod with 
Dionysos Mdanaigis was imported wiUt the phcUIic cult. 

11. Black'figure cup, do. 33. The lihyphdhi who conducted the phallos 
pole mto the orchtfira are described by Semos of Delos (Ath. 622) as 
wearing the masks of drunkards, wreaths, sleevas, chitons with a 
white stripe, and a Tarantine robe falling to their feet, cf. O.T.P., 36. 

12. filack.figure cup, no. 54. ValloU 46 (1922), 96) compares 

the elaborate structure of the phaUos pole with the termmoloiy of 
Delian ioscriptions which record payments for a similar ceFemony. 

13. The evidence for most of tlie statecnents in this passa^ will be found 
in Nilsson, Cefch. 543. 550. The Ephesos rtiief Is discussed by J. 
Keil, 0. JaAf., 29 (1934), 91. Sixth<enCury satyr dancea in Samos 
may be inferred from the large satyr mask with closed Ups in the 
British Museum, no. 28, whleli is best explained as the mould for e 
dancer's mask. The Herakleitos text is K.R. 246 (• K9. B 15). On 
the connection between maenads end the Attic Aniheeterla see below 
a. 31. The Athenian shjp<ar is seen on vases of the early fifth century: 
Pickard-Cambridge. Dlihyromb 114 ff.; Pisihals, II ff.; Haspeis. 
A.BJ.., 250, 2S3. The Klazomenian shlp'Utcar has been ideittified by 
John Boardman. no. 94. The essential text for the early origin of 
the Aatheateria (and the Leoiea) Is Thucydides, 2. 15; Cf. Pickard* 
Cambridge, Fejt{)>cls, 14, 22. 

14. The phallic leaders of Corinthian dances ara G.T.P. 134 

and more fully R.B. 36 (1954), 582, The Jensen aryballos, na 76, 
provides the essential evidence because there is no doubt that the 
dancer on it wears a large artificial phallos, 

15. The evidence for satyr dances in Athens la the not uncommon occur* 
fence of sa^ with frontal faces on black*figure vases (ag. oos. 48. 
52); frontal faces in archaic art can oearly always be derived from 
masks; this coupJed with tbe occurrence of satyr dances elsewhere 
makes it probable that Athens also had satyr dancea. Hie evidence 
for dancea of fat men in Athens Is discussed R.B. 36 (1954), 582: the 
point which has been questioned is whether Athens Itself had such 
performances or whether tbe fat men on Attic vsaes were originally 
copies of the fat men on Corinthian vases. The strong evidence that 
the Attic paioter was painting a performance that he bad seen bios^f 
is that one of tbe earliest Attic vasee with fat men, no. 43, shows a 
padded woman (or rather a man dressed up as a woman) between 
each pair of fat men; as none of the hundreds of Corinthian vases 
with padded dancers has a padded woman, the Attic painter must 
have got hia padded wonrai from performanoee m Athens. Possibly 
these should be connected with tbe tradition of Souaarioa's comedy, 
dated between 580 and 560. 
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] 6. Add to the names on oo. 78, given above Ch. 1 n. 43. Eiuicia (friendly), 
Ophelandfcs (helpful), Omrikos (rain-brmglng?) on no. 77. 

17. On dancers from Boeotia. Sparta, Asia Minor, cf. G.T.F., \7$, 138, 
156. Men dressed aa satyrs on Corinthian vasee: nos. 65, 77 and 79. 
fig. 11; cf. also NC- no. 1258. Early Attic vase: no. 3 5. Satyr vase from 
Samos: no. 20. Arcadian bronze group: no. 10. Samian bronze; no. 
21. Relief in Syracuse^ Mon. Ant. 20,826, pi. 9 (cf. also pi. 8). Tomb 
in Cyprus: S.C.E., I, 464, fig. 186; IV, 33 {the lilcewss was noted by 
A. Seeberg). Something of the multiplicity cf types is inherited by 
the classical satyr play in Athens. Wc now have evidence for the 
following types of •satyr' In the satyr play: smooth horso*men with 
smooth drawers, smooth horsemten with shaggy drawers, hairy 
horse*men (Eucltarides ptr., Louvre, below n. 23), old white hairy 
horse-men (Papposilenos), goat^n (Pandora Vrater, cf. most 
fecenlly Beasley. Htsperia, 24 (1955), 316). 

18. I have given the evidence In B.J.C. S., 5 (1958), 44. 

19. hallos and Daidalos: British Museum F 269. Apulian kalyx-kiater: 
Bicbor, H.T. fig. 370; possibly based on Attic comedy, as I suggest 
in C.Q. 42 (1948), 23. Enyelios and Aphrodite: on the chest of 
Kypselos (Peus. 5, 18, 5). The two stories have been treated recently 
by M. Delcourt. kopkaistost 7817., 85 E 

20. Cf. G.T.F., 133: the aarlleet Corinthian vases (e.g. no. 7?) are little 
earlier than the Attic Francois vase, no. 46, but the Attic picture 
omits the fat men, while giving a much fuller version of the story. A 
little Itier a fulllsh version on an Attic amphora has a satyr with 
frontal face (no. 48, cf. 52): the song was then sung while satyrs 
danced in Athens. The vases are listed by Brommer./d./. 52, (1937), 
198 and include a Laconian cup no. 86, a Chalcidian amphoia 
(Rumpf, no. 57), two Caeretan hydrUc no. 97, and a Campana 
Dines, no. 103. The story has also bwn seen on a Rhodian (Pikellura) 
vase of the last quarter of the sixth eentury, no. 95. 

21. a. tbove Ch. I, 77. 

22. Cf. above Ch. I n. 29, 37. Alkaios' hymn: 349 L-P (-9 D); Pege, 
258 f.; see also Blsenberger. dtr Mythos in tUr doliichen Lyrik, 
Frankfurt, 1956, 27 /. The Tried: Sappho 17 L^P (■•28 D), Alkeios 
129 L-P; cf. Page, 58, 168- Kcard, B.C.H.. 70 (1946). 455 f. has an 
excellent discussion, comparing other places where Hera is an earth 
goddess and tradng back the triad to a pre^Hellenic oripn, Stella in 
F.P. 50 (1956). 321 f. doubts the identification of the two triads. Hera 
was also an earth-goddess for Empedocles (Snell, Phllologta 93 (1944), 
159). 

23. If the essential is the release cf the earth goddess in the spring, this is 
known In other versions, which may also have been reflected m Attic 
satyr plays: Pandora is released by hammering satyrs (and, strang^y 
transmuted, this story becomes the making of Pandora by the crafts¬ 
man HephaUtos or of Anesidore by Epimetheus); Persephone rises 
from the earth and a chorus of goat-men leap round her; Aphrodite 
rises from the earth and a single Pan looks on astonished. Cf. Buschor, 
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S.S.A.W., 1937, I ff.; Jater bibliography In Lusrruin 1 (1956), 104, 
and J. I>. B«a2l6y, Misc. Ubertlnl, Florence. 1958, 91, on stamnos by 
Eucharides peintei in the Louvre. 

24. Cf. G.T.P.S 34 f. The Kaighte: no. 56 

25. Chiiatchurch Titaiu: c»o. 60. ^ \2. None of the Greek word» for 
stilts ere relevant except gypo/t4^, which leads us to Pollux 4, 104 
(Cf Pickard'Cainbrldge, Dl/hynmb, 258). After describing four 
Laconian dances, Pollux oominues (it is not dear whether he is still 
speaking of laoonian dancta): *Cbe hypogyponts represented old 
men with sticks, and the gypowt danced mounted on wooden legs'. 
Wooden legs wen certainly sdlts; whether the sticks of the hypogy- 
pones were also stilts ts unclear. Before the Christchurch vase was 
known, 1 suggested that the man rowing a ftsh on a lata Aflh-centuiy 
Attic oenochoe was a member of the chorus who came In on itUu 
(the oars) with the Ash swinging between them (G.T.P. 57; }V.S. 69 
(1956). 112) and compared tho gypwus. It now seems increasingly 
likely that stilts could be used by the chorus of an Attic comedy. 

26. The liftyphaUoS wore women's clothae but masks of drunkards, cf. 
above n. 11 and the vase, no. 53, there discussed. The padded women 
who danced with the fat men I believe to have been young men 
dressed up, cf. above n. 15 and the vase noted there no. 43. Another 
Attic blaek*flguTe vase of (he mid^sixth century has a chorus of youths 
dressed as maentdi, nc. 55, Ag. 12. Cf. below rt 44. 

27. On the date of the Lenaea and Anthesterla see above n. 13. 

28. The mid^evanth century Attic amphora in Eleusis, no, 33, has 
Oorgons who look remarkably like ma.iked Aguras; if so. an Attic 
chorus dressed as Oorgons sang of the death of Medusa; but their 
mask-like faces may be an idosyncrasy of the painter. On the Spartan 
dances tee G.T.F. 130. The Ortbeia masks, no. 18. The Tiryns masks, 
no. 8. T1)e Gorgon plate, no< 93, Homer, Jhad 9, 502. Cf. also the 
early Gorgon masks from Gortyn published by D. Levi, A.S'.A.A., 
33-4 (1955-6), 265. 

29. The evidence has been often discussed; cf. Bieber, R.£., s. v, Maskcn; 
Nilsson, GesckA, 150 f.; Mlwan-Mycenaean Mtglon, 503; Wrede. 
A.M., 53 (1928), 87; Lawler, Robinson Sndfes, 1.23 f. 

30. The two likely cases of Mycenaean masks do not belong to this 
context. One is the possibility that (he Minotaur was the King of 
Knossos impersonating the god in a bull mask; it should be noted 
that a man wuring a bull mask is known from a sixth century terra* 
cotu from Cyprus (5.C.E, 11, pi. 233, no. 809), a place where a 
Mycenaean nte might easily have survived. The other is the mask 
between two goats on a sealing from Phaistos (M.H., 50; BJ.C.S., 5, 
(1958), 45), which I Uke to be the mask of a Mycenaean 'satyr* or 
of Dionysos himself 

31. Pickard-Cambridge, Pesiivals, 27 f. most recently for the Lenaea; 
Nilsson, Dlonysiac Mysteries, J957, 26 f. most recently for the An- 
thesteria; he finds a clinching acgumenl in the Atct that one of the 
vases is a ohous, but It should be noted that Ckoes do not necessarily 
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ctrry Antli«st$rl& scenes; his strongest erBumeni seems to me lo be 
the equation (in Gtsch. i55) of the vases with the text of Phanodecnos 
preserved by Alhenaevs 465 b, which describes the mixing of the wine 
asd ia accepted by ?Ickard*Cainbridge in his Anthesteria texts (no, 
20). The vases are discussed with admirable caution by Coche de la 
Fend, ILA.. 58 (1P51), 12. On the masks of Dionysos themselves and 
on the vases see Wrede, AM.. 53 (1928), 66 f. Francois vase: no. 46. 

32. Cf. e.g. Bjbrdc, ^t^Alf^a impuramy 358: diese konventionell stilisierte 
panhelienisch versUlndliche Fonn lag in der Kancaten und Hymnen 
der Chorlieder ausgebildet vor. For types of choral lyric cf, Ch, I n. 
35 . 7 , 43,45;Ch. II, n. 42, 44, 

33. Hdt. 5. 67. The whole problem is admirably treated by Lcsky, 
schf DIchiung, 34 f.; d, also Plckard*Cambridge, Dithyramb, 137. 

34. Tcmb in Cyprus, cf. above n. 17, Herakleitos, tr. 15. cf. above n. 13. 
Satyrs cn tombs: Snijder, R.A., 1924, 1. Phallos on fifth'century 
Attic white Jekythos: Buschor. AM. S3 (1928), 107. Phallos in 
Hollcmstic mystery cults: Nilsson, DIonyslac myiurlts, 44. Nilsson 
denies Dionysos any original connection will; the All'S ouls day on 
the tliird day of the Anlhesterla, but admits that the festival in its 
present form may be very old (Gisch. t 563 f.). I think it is wiser to 
suppose that Dionysos (like Demeier) had always had this double 
aspect, but that his connection with the dead was felt much more at 
some periods and in some places than in others, Cf, Kerenyi, S.O., 
33 (1957), 130; Metzger, B,C.if.,68 (1944). 296 f.; K. Priis Johansen, 
Alile Cray* Reli*/‘s, Ill f. 

35. For the evidence of eighth'century cults at Mycenaean tombs see 
A/./f., 137 fr., 170. For laments sung to heroes see Plckard-Cambridgei 
Diihyratitd, 139; Nilason, Op. S*!., i, 95, Hence the importance of 
lament forms In tragedy, cf. PeretU, Eplrrsma 4 D-agidIa, 11 f. For 
lameoU at ordinary funerals, cf. Ch. I. n. 35, 

36. Hdt, 1,23; Suds lexicon, s. v. Arion; John the Deacon ap, Pickard' 
Cambridge, Dithyramb, 131 f.; cf. alto Leaky, op. cit, 29 f, The phrase 
In the Suda lexicon ’Satyrs speaking verses' has had much inierprata- 
tion. If Prabnas’ liter innovation was to moke a chorus of aetyr 
dancers Into a singing chorus, was Arion's earlier innovation to make 
a chorus of dancirig fat men into a singing chorus? 

37. No. 72. cf. above U, n-73. 

38. No. 59, flg, 10, cf, above U, n. 75. 

39. Hfrmts, 85 (1957), 34 fF,, cf. his ArUtoile's Poetics. 162 f. 

40. Titemis. 341 ff.; Euripides oud his age. 64 ff.; C. Q. 37 (1943), 46 f. a. on 
the follovdng my article io B.I.CS. S (1958), 43, 45 ff. 

41. Homer, II. 6. 130 (cf. 22, 460). a Dodds Bacchoe, xix; Guthrie, 
The Creeks and their Gods. 160,165, 166 f. 

42. Cf. Nilsson, Cesch., 540 ff. On the maenads and the Antbesteria cf. 
above n. 31. 

43. Particularly by A. W. Perseon, Beliglon of Greece In Prehistoric 
Times, 32 f. 

44 . No. 55, fig. 12, cf. above n. 26. 
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45. in th£ early fifth century Aeschylus wrote on the Pentheue story and 
on the Lykourgos story. Polyphrasmon wrote a Lykourgeia in 467 
and Sophocles a Boke/ial in 463 (?)• IVo vases which can be dated 
480/460 show maenads of a ira^ choms: Berlin 3223, G.T.P., 174. 
no. A 6; Beazley, Nespfrio. 24 (1955), 312. Ferrara, O. Ricdoni, 
Ar^. Chss. (fortbcoming), probably ^o O.T.P~ no. A 4, cf. my 
ani^ in Hesperia (forthcoming). 


IV 


The Beginnings of Philosophy and Science 

Our examination of the history of Greek drama has shown that 
it was rooted in very ancient religious ceremonies, that within 
our period a decisive new step was taken, and that drama in the 
modem sense was achieved with Menander some two centuries 
after Che lirst official dramatic festival. If we regard Aristotle, 
as I think we must, as philosopher and scientist in Che modem 
sense, we can draw a similar curve to represent the gradual 
emancipation of philosophical and scientific thought from 
religion and magic, and here too the decisive new step was 
taken in our period, in which fall the lives of Thales, AnaxU 
mander, and Anaximenes and the youth of Pythagoras, Xeno* 
phanes, and Herakleitos^ Of course there was no sudden 
change, and scholars of the present century ^ have been at pains 
to emphasize that the achievements of Thales and his succes¬ 
sors were much less revolutionary than their Victorian pre¬ 
decessors had supposed; nevertheless a decisive step was taken. 
The old view that the world had been made and was controlled 
by gods, who were to some extent influenced by religion and 
magic and could be expounded by poets and prophets, survived 
and provided, as we shall see, not only material but also certain 
tools of thought for the new view; but Thales marks the first 
step towards the new view that the world is explicable in terms 
of mechanical models and is therefore more amenable to 
technology than to magic, and that the scientist’s choice of 
models is based on observations which anyone can check and 
justified by arguments which anyone can foUow and control. 
It was a momentous change which seems to have begun in 
Ionia at the beginning of the sixth century: the wealthy individ¬ 
ualists of that democratic, pleasure-loving, sensuous, inquisi¬ 
tive civilization chose a craftsman’s universe instead of a priest’s 
universe, and Thales, who could foretell an eclipse, measure the 
height of the pyramids, make a corner in olives, and advise 
the Iordans to form a federal state, gave it its first tentative 
expression 

We can trace yet a third curve of development which has 
some connection with the other two: the change in pictorial 
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representation which leads the artist to record and the spectator 
to accept a three-dimensional view of the world as it appears. 
The battle of Alexander and Dareios a faithful mosaic copy 
of an original of the late fourth century would not look 
out of place in an exhibition of Renaissance painting; the use of 
perspective and shading to represent a solid world is convinc¬ 
ing, if not final; again the beginning, as we shall see, was made 
in our period. The realistic artist is like the dramatist in that 
essentially he reproduces appearances without commenting on 
them. The dramatist restricts himself to visible actions and 
audible speeches; the artist restricts himself to visible shapes and 
forms. He is like the scientist because he distinguishes quite 
clearly between the world of appearance and the reality behind 
appearances, but he confines ^s operations to the world of 
appearances. The history of art is therefore relevant to our 
present subject in two ways; it provides evidence both for the 
abandonment of an earlier magical view and for the increased 
interest in detailed observation of many kinds. 

If we look for a moment at one of the great Attic geometric 
vases ’ of the mid-eighth century, wc are struck not only by the 
absence of individualization of which 1 have spoken already but 
also by the positive conventions which the painter adopts. The 
geometric painter always tells us far more than we can see. A 
dead man lies on his bier wrapped in a shroud. The shroud is an 
enormous chessboard pattern above the corpse. The dead man 
himself ‘is drawn so that both arms, both legs, triangular torso, 
and profile head are seen; in faa he is a standing man who has 
been revolved through ninety degrees and inserted in the space 
between the bottom of the shroud and the top of the bier; the 
painter feels the need to say that be had two arms, two legs, and 
a manly chest^ It would, I think, be justifiable to say that he 
felt that he was in some sense making a man (and not only a 
man but a hero) and that the visual impression of a man 
wrapped in a shroud would leave him without his essential 
parts. This conception of the artist as making rather than 
representing explains much in archaic art besides the actual 
conventions of representation. Statue or painted figure or vase 
address the spectator in the first person: ‘Stop and pity Kroisos*, 
or Timonidas painted me* The work of art is in some sense 
alive, and If it represents someone it is also his or her substitute. 
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Sappho appealed to ‘Aphrodite of the painted throne’ to help 
her, and her hearers in Lesbos would know which seated statue 
ia what temple she meant. A caricature with a name on it 
could change the man named into its horrid likeness. The artist 
who could make such potent figures had more in common with 
the magician than with the photographer. He commonly from 
the late seventh century labelled his fibres (and sometimes also 
animals and material objecu); the name is in the nominative 
because he had in some sense made the person or thingi but 
late in our period artists began to use the genitive of the name 
instead of the nominative’. This is the beginning of the new 
conception of the artist’s function: he ceased thereby to make 
men but started to ‘imitate’ them. 

A glance at vase-painting from the end of the geometric 
period shows how the range of observation was increased. We 
have seen already how the human figure swelled out and be¬ 
came individualized by a wealth of inner markings; sometimes 
in the seventh century it was painted in flesh colour^ although in 
the sixth century it was conventionalized again into black men 
and white women but with copious incision and added colour. 
Birds and animals underwent the same transformation and 
their kinds became more numeroua, while plants and trees 
appear not infrequently*. 

In discussing portraiture we noticed how more and more 
observed detail was included within the conventional frame¬ 
work, until after our period the framework itself was abandoned 
for more realistic poses—in male figures ever-increasing elabor¬ 
ation of anatomy and in female figures the contrast between 
hair, eyes, cheeks and lips and between light and heavy dress 
materials. A wealth of observed detail can be found on sixth- 
century vases and two late examples may be quoted. One is 
an Attic hydria* in London with six women at a fountain 
house. The women all have their names and the fountain house 
is named Kallirhoe fountain. It has its portico and its lion-head 
spout gushing water into a hydria placed on a step; most of 
the women are walking away with a filled hydria upright on 
their heads; one is coming up with an empty hydria poised 
horizontally on a pad on her head. It is a pleasant picture of 
everyday Athenian life. The other picture is the Ionian Busins 
hydria*®, which shows a remarkable knowledge of Egypt- 
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The painter knew that the King of Egypt wore an uraeus and a 
beardcase (hence bis scrubby chin), il^t Egyptians were both 
light and dark-skinned, that they wore curious clothes with 
fringes and that negroes had thick Up$ and woolly hair. The 
spectator was expected to be interest^ in foreign peoples, an 
interest already shown in the Russian epic of Aristeas of 
Prokonnesos and to flower later in the geography of Hekacaios 
and the history of Herodotos. 

We are however particularly interested in the representation 
of the third dimension since this more than anything else 
restricts the painter to appearances. The full development of 
perspective and shading lies beyond our period, but there are a 
few details in which the painter already shows himself con¬ 
cerned with depth. Very early both vase-painters and sculptors 
were interested in clothing, vase-painters in its colours and 
elaborate patterns and sculptors also in its differences of tex¬ 
ture. But until about the middle of the sixth century no real 
attempt was made to show its folds, but it lies quite flat on the 
body; from the middle of the century onwards sculptor and 
painter began to build up an elaborate system of folds which 
really gives some depth to the drapery > >; a good early example 
is the Otago Dionysos with its careful zigzag folds emphasized 
by alternating black and red. 

The chariot race and chariot drive were always exciting 
subjects, and presented problems of foreshortening and depth. 
The geometric painter was not content with the visual impres¬ 
sion : he shows the two wheels side by side, he tips the floor up 
so that it can be seen, and paints both the harlot's side rails as 
well as its solid front. The horses’ bodies may be amalgamated, 
but their foreparts, tails, and legs are shown distinctly. This is a 
chariot and horses with all its essentials visible. seventh- 
century artist contented himself with a simple silhouette which 
shows a single horse and the chariot with one wheel and one 
rail. In early black-figure more depth was given by drawing the 
horses behind each other so that they overlapp^, and some¬ 
times th^ are also differentiated in colour. Soon after the 
middle of the sixth century an entirely new scheme was made 
to show the critical moment of rounding the turning post. On 
a black-figure vase by a painter associated with Exekias the 
chariot is drawn frontal; the riders remain in profile; the horses 
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arc drawn in profile but are moved across so that the chests 
and necks of all four are shown; the heads of the two centre 
horses are frontal > The scheme gives a tremendous impression 
of the torque required to turn the chariot and at the same time 
a considerable depth. The next step is to foreshorten the wheels 
and the body of the chariot; but this is inevitable when the 
initial step has been taken of representing depth and movement 
by violent contrasts of frontal and profile views. When he fore¬ 
shortens body and wheels, the artist has abandoned ^creation’ 
for 'imitation*. 

The art of the archaic period shows not only a greatly ex¬ 
tended range of observation but also this growing tendency to 
represent actual appearances rather than conventional views. 
In literature the beginning of this lively observation (s to be 
found in the similes of the Iliad and the Odyssey, which can 
with some confidence be attributed to the last stage of the 
Homeric epic. It is probably true to say that the poets of the 
seventh and sixth century show more appreciation of visual and 
tactile values than Homer, but it must always be remembered 
how much in Homer is traditional and how closely attuned 
even the similes are to what they have to illustrate •». From our 
point of view the extreme interest of the similes lies in their use 
to illustrate an unknown by a known: Homer finds in everyday 
life a number of known models to illustrate the heroic situation 
which be wants to make clear and convincing to his audience. 
After a long and on the whole successful day of battle Hektor 
orders a feast to be prepared and watchfires to be lit and 
promises victory in the morning. 'And they in great spirit sat 
all night upon the bridges of war and their many fires burned. 
As when in heaven the stars shine very clear about the shining 
moon and the upper air is still, and all the peaks and ridges and 
^adcs stand out, and the infinite sky is opened up to heaven. 
Ail the stars appear and the shepherd rejoices in his heart.' The 
poet starts from the multitudinous lights of the watchfires and 
that gives him his comparison with the stars, but he is more 
interested in conv^ng the peaceful confidence of the Trepans 
in general and Hektor in particular when a successful day is 
over, when any hostile raid will be detected in the light of the 
watchfires, and when victory is reasonably forecast for the 
next day. This peaceful confidence is like the confidence of the 
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shepherd on a moonlit mghc» which not only presages a fine 
day and allows him to see that his flock is safe but also has its 
own peculiar soothing quality. The known experience of the 
shepherd is a kind of working model of Hektor’s experience, 
which the poet wants his audience to understand. 

Thales like any other educated Greek muse have known his 
Homer and understood the value of the working model for 
conveying an understanding of the unknown. He said that the 
earth floated on water like a log and apparently used magnetic 
stone and amber to illustrate his conception that the material 
world was ensoulled' *. The important point here is, 1 think, 
(bat, like Homer, he felt the need to make his conception of the 
unknown workings of the universe convincing by an appeal 
to everyday experience. We must distinguish the manner of 
presenting Che theory from the theory itself. The manner of 
presentation is new and looks forward to science. The views 
that the earth floats on water and that the material world is 
ensoulled are parts of a more comprehensive theory that ail 
things arise from ensoulled waters This view is essentially the 
same as Homer's view when he calls Ocean the oripn of all 
things, but there is the important diflerence that Thales speaks 
of water and Homer speaks of Ocean. Thales’ water may be 
ensoulled and therefore in some sense alive, if not divine, and 
capable of generating all things, but by calling it water he 
emphasizes that it is the ordinary everyday stuff that we drink. 
Homer’s Ocean may be the source of all rivers, the boundary of 
the earth, and navigable in a ship, but he is also the father of 
Euryoome and the husband of Tethys, with whom he is quarrel* 
ling when Hera visits him. Homer's Ocean is an instance of the 
not uncommon unification in which the god and the natural 
phenomenon are identified. Homer used the divine namei 
Thales accepted the theory but uses the common name. 

Homer’s brief reference shows Chat the Greeks were interested 
in the origin of the world (or cosmogony) before Thales, and 
we have the further evidence of Hesiod and Alkman. These 
early Greek cosmogonies are themselves dependent on Oiiental 
cosmogonies. Homer shows the closest affinity with the Akkad¬ 
ian creation epic and Hesiod with a Phoenician version. It has 
been argued that Thales drew directly on Eastern sources and 
there is general agreement on his knowledge of Babylonian 
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astronomy and Egyptian land-measurement (geometry). But the 
brief reference in Homer implies that Ins contemporaries knew 
a creation poem and 1 see no necessity to suppose that Thales 
knew anything else; the question however is not of great im¬ 
portance. Nor does it matter for our purpose whether Homer 
and Hesiod themselves borrowed from the East or whether, as 
1 rather suppose, the borrowing took place in the Mycenaean 
age' ^ The early Greek cosmogonies are important to us 
because they show us the kind of presuppositions with which 
Thales and his contemporaries started and the manner in which 
such statements were made. 

Homer ^ves us three points. First, as we have said, the 
personal god is completely identified with the natural pheno¬ 
menon. Secondly, Ocean is the origin of all things (genesis is 
a verbal noun, that from which all came into being) and Tethys 
is a mother: cosmogony is only thought of in terms of pro¬ 
creation. Thirdly, in another passage^ ’ Tartaros is as far bdow 
Hades as Heaven is from Earth; Homer demands a neatly 
symmetrical universe as a geometric artist would. Homer only 
refers briefly to these things, but Hesiod^s Theogony is a full 
length poem, in which the theogony proper, (he family tree of 
the go^, is preceded by a cosmogony. Hesiod begins by re¬ 
counting his dedication on Mount Helikon: the Muses breathed 
into him divine speech that he might make known the past and 
the future > 1 . Hus is therefore a prophet’s revelation and not 
the argument of a philosopher. The result is a simple and in¬ 
telligible arrangement in a family tree of all the things, physical, 
animate, and spiritual (including the Olympian gods) which 
surround man and baffle his comprehension. We are primarily 
concerned with the cosmogony ^ *. 

First of tU Chaos came into bema, sod then broad-breasted Earth, the 
sure seat of all, and Broa, who is tbe most beautiful amons the immortal 
gods, loosener of limbs, and conquers the mind and careful wiu in the 
breasts of all gods and men, and from Chaos Erebos and black Night 
came into b^g; and from Night Aitber and Day came into being, whom 
she bore having conceived them by uniting with ^bos in love. And Earth 
first brought into being, equal with herself, starry Ouranos (heaven), that 
he might cover her completely, in order that Uure might be a sure seat 
for the blessed goda; and she toought into being tbe long Mountains, the 
lovely homes of the Nymphs, who dwell in the wooded mountains. She 
also bore tbe unharvested sea with raging waves, Pontos, without the 
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pas^on of Jove. But from the bed of Ouranos she bore deep eddying Ocean 
and Koioa and Krios and Hyperion and lapeuu end Theia and Rheia and 
Ibemis and Mnemosyne and Phoibe with her lolden crown and lovely 
Teihys. After them her youngest came into being, crafty Kronoe, roost 
lerrible of her children. And hated his strong father. 

The picture, which owes much to the Phoenician cosmogony* 
is clear enough—first an abyss, then Earth and Eros as a god 
of fertility: under the earth is Darkness (Erebos) and Night 
and over the earth the Upper Air (Aither) and Day. The Sky 
(Ouranos) completely covers the earth; between them are the 
long mountains and the sea. Then with the children of Ouranos 
and Earth Hesiod passes to theogony as distinct from cos¬ 
mogony, and the hatred of the youngest child Kronos looks 
forward to the Eastern story of the succession of rulers leading 
up to the just ruler Zeus, who with his consort Themis and bis 
daughters the Seasons guarantees the moral order of Hesiod’s 
polish**. The verbs ‘come into being*, ‘brought into being', ‘bore' 
used in the cosmogony are the same as those used in the suc¬ 
ceeding theogony: the cosmogony also is expressed in terms of 
procreation. The father is only named if Hesiod knew who he 
was; but the process is apparently the same whether there is a 
father or not. These beings are not only material like sea and 
mountains, but may be described by neuter nouns like Chaos 
(from whi^ Erebos and Night come into being), Erebos (the 
father of Aither and Day), and the long Mountains; therefore 
the neuter word hydor used by Thales for water did not preclude 
its being a divine procreative force. If we read Hesiod's Theo' 
gony to the end, we must admit that equation in a family tree 
has some positive advantages: Chaos is the ultimate ancestor 
through Night of Death and Deception, Earth is the ultimate 
ancestor through Zeus and Themis of the Seasons, Justice, 
Good Order, and Peace: the moral order is thus based on the 
physical order, and this is made clear by the use of the family 
tree*i. 

Alkmao’s cosmogony 22 i$ unfortunately only known from 
the fragmentary remarks of a learned but not very intelligent 
commentator. In this poem Alkmao invoked the Muse to bless 
the girls' choir for which he was writing. He called the Muse 
daughter of Earth and Heaven; as elsewhere in Alkman the 
Muses are the daughters of Zeus, be may have brought in his 
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cosmogony to explain their new parentage. The cosmogony is 
startling: Thetis made out of matter Poros (contriving) and 
Tekmar (end) and thirdly Skotos (darkness). Then she made 
Day and the Moon. Presumably Heaven and Earth follow soon 
afterwards. AJkman cannot have used the Aristotelian word 
hyle for matter: as he seems to interpret Thetis etymologically 
as *the arranger’, his word for matter may have been pelos 
(mud) with a pun on Peleus, Thetis’ husband. What however is 
clear, is that Thetis operated as a craftsman and this is a con¬ 
ception which seems to be alien from early Greek cosmogonies, 
however natural It seems to us. 

The poetic cosmogonies show us that the Greeks thought of 
the world arising by a process of generation from beings who 
could be considved either as materials or as persons and might 
either have masculine or feminine or neuter names: a neuter 
name did not preclude fatherhood or motherhood. We have also 
seen one instance of a symmetrical universe with the heaven ai 
far above the earth as Tartarus is below it. The poets state and 
do not explain; Thales Cook two steps towards science and 
philosophy: he used comparisons from the everyday world to 
explain his ideas and he ^ose the impersonal water instead of 
the personal Ocean as the name for his original substance. We 
do not know that he constructed a geometrical universe, al¬ 
though he was a considerable mathematician who applied his 
knowledge of isosceles triangles to measuring the height of the 
pyramids and determining the distance of ships from land^^. 
His successor Anaximander, however, shows this feeling for 
geometry in the proportions of his universe; the earth’s depth is 
a third of its diameter, its diameter is a ninth of the circle of the 
fixed stars, and an ei^teenth of the circle of the moon, and a 
twenty-seventh of the drcle of the sun; the circular surface of 
the earth is divided into equal segments by the Mediterranean, 
Danube, Black Sea, and Nile, which are all joined to the 
surrounding Ocean ^ s 

Anaximander also explained how this geometrical universe 
arose and worked. The following is an attempt to reconstruct 
bis explanation. His original element he called the 'boundless*. 
From it, whether by procreation or by separarion, came the 
opposite substances (hot and cold, dry and wet) of our universe. 
The opposites *pay reparation and satisfaction to each other for 
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their injustice according to the ruling of time*. The earth is in 
the miiile like the drum of a column. It is surrounded by air, 
which in its turn is surrounded by a sphere of fire like the bark 
on a tree. The surrounding fire was broken off and shut into 
rings of air to make the heavenly bodies. These rings are like 
chariot wheels with hollow rims; the rims are pierced at one 
point so that the fire pours out like the air from the nozzle of a 
beUows. The opening and shutting of the holes determines the 
phases of the moon and the eclipses of the sun and moon. 
Thunder and lightning are caused by the action of winds on 
clouds. The first men were nurtured inside fish-like creatures 
like viviparous sharks, and only came out when they were 
strong enough to look after themselves 
We have to reconstruct this picture from later accounts which 
are seldom verbatim quotations, and this accounts for its 
obscurity. Anaximander himself dearly made every effort to 
explain by comparison with everyday life. He thinks of seasonal 
changes, coast erosion and alluvial ^posits, etc. as a balance of 
opposites which comes out even at the end of the year, and so 
compares it to payment exacted for theft in a law court. He 
uses trees, chariot-wheels, and bellows to explain his idea of 
the working of the heavenly bodies and the behaviour of 
sharks to illustrate what he believed happened to the earliest men. 
Even the traditional weapons of Zeus against the sinner, thunder 
and lightning, were now attributed to the behaviour of wind, 
and we can suppose that he (like his successor Anaximenes) had 
some model in ordinary experience to explain their action. 

It is not so dear how he thought the whole process started, 
and our texts are to blame for this- We know however that the 
‘boundless’ was ‘immortal and indestructible and alJ-encom- 
passing and all-steering and divine’. These are the titles of gods, 
and we must suppose that in some sense Anaximander’s bound¬ 
less gave birth to and controlled the Universe i *. We can accoimt 
for its name: Homer talks about the ‘boundless sea’. In his 
terminology therefore Anaximander has taken a further step 
in depersonalization: Homer’s personal Ocean became Thales’ 
impersonal water; Thales’ water has now become the boundless. 
Its only chajacterislic is that it has no bounds, whatever Anaxi¬ 
mander meant by that; at least, 1 think it has two implications. 
First, Anaximander was conscious of its ancestry and meant his 




GREEK ART AND LITERATURE 


88 

audieQce to remember ihe boundless sea, so that the boundless 
1 $ something without limit or horizon. Secondly, it is con¬ 
trasted with the finite dements which arise out of it. We cannot 
however say whether Anaximander spoke of them as the hot, 
the cold, the dry, the wet, or aa fire, air, earth, water. But he 
certainly used the tenn ‘the boundless' and so introduced into 
philosophy a kind of expression which was both useful and 
dangerous, the general noun formed by the neuter adjective 
with the definite artide. 

1q Mycenaean Greek adjectives were already used as nouns, 
but what later became the definite article was still a demon¬ 
strative pronoun. The masculine adjective ‘three-footed’ is 
used for a tripod cauldron; the feminine adjective ‘of horses’ 
is used for a chariot; the neuter adjectives ‘of the people’ and 
‘of rosea' are used for public land and rose-oil i It is the use of 
the neuter which is particularly interesting. Homer speaks of 
‘stripping all round th€ black of the oak’ in making a fence; 
‘the black' is the heart, and the article is used with the adjective 
to contrast it with the unexpressed lighter part of the wood. In 
Anaximander’s own time Sappho spoke of ‘the bright and the 
beautiftil of the Sun’. This kind of phrase seems to have origin¬ 
ated with material things like public land and rose-oil, and I 
think (bat it u still material in Sappho^»nr the brightness of 
the sun but the bright stuff in the sun^*. Similarly Anaximan- 
d«’s boundless is a material substance of which a particular 
quality is emphasized. If, like his successors, be also spoke of 
the ‘hot’ and ‘the cold', they would similarly be material sub¬ 
stances imbued with this quality, and (hey are so used by 
Anaxagoras in the fifth century. They are also used by the 
doctors, who extend the use from physical constituents of the 
body to mental constituents of the soul; they speak as easily 
of the ‘the brave*, ‘the industrious’, ‘the fierce’ or ‘the idle’ as 
they speak of ‘the hot’ or ‘the cold’ *«. This 1$ one of the dangers 
inherent in this mode of expression: 'the hot’ in the body does 
correspond to some discoverable physical fact; ‘the brave’ is a 
much less useful way of stating that a man may be expected to 
perform actions which will classify him as brave. The other 
danger is the vagueness of such expressions: ‘thegood' may 
mean a member of the class of good things or aU the members 
of the class or the perfect member of the class. Even the perfect 



PHILOSOPHY AND SCIENCE 


89 


member of a class is still a member of the class. It will diercfore 
be spoken of in terms applicable to a thing rather than to a 
quality. Therefore when Plato speaks of ‘the good itself’, 
although he means the quality of goodness, he still says that it 
is good, ic spite of the logical fallacy involved in speaking of a 
quality possessing the quality which ic itself denotes 
I have digressed to discuss (he further history of this kind of 
expression, which leads to some of the most puzzling passages 
in Plato’s dialogues. I must now return to Anaximander’s 
successor, Anaximenes. I suggested, when discussing the rise of 
individualism in Che sixth century, (hat the meaning of psyche 
bad changed somewhat between Thales and Anaximenes; 
Thales' water was ensoulled {empsychori) because it had life 
and could produce life, Anaximenes gave the psyche not only 
life and life-giving power hut the power of control. It seems 
possible (hat Anaximenes may have felt that Anaximander's 
Boundless was satisfactory as a reservoir of stuff from which 
worlds could arise, but did not have of itself the power of 
steering which was attributed to it. Psyche was now credited 
with the power of control; but psyche was traditionally breath 
or a component of breath, and breath was air. Air breathed out 
may be hot or cold, thin or thick. Anaximenes combined the 
properties of soul with the properties of breath and found in 
air a basic substance which could both make the necessary 
changes and possessed the necessary driving forces. This air is 
god and the origin of gods and of all things chat exist: so far 
the old language of the poetic cosmogonies persists^ <. The new 
world picture has to provide for Boating on air and is explained 
by comparisons. The suo is flat like a leaf; the earth is like a 
table; the stars are like nails set in crystal; the stars (and pre* 
sumably the sun) revolve round the earth just as the felt is 
wound round our heads. As Anaximenes explained the setting 
of the sun by its disappearance behind high mountains, this 
last comparison must, I think, be to a turban made of a long 
strip of felt; a man can see the felt when he winds it round his 
forehead but not when it passes behind his head. Anaximenes 
accepted Anaximander’s explanation that thunder and light¬ 
ning were caused by the pressure of the wind on clouds, but 
compared the flash of lightning to the foam struck up by the 
oar in the dark sea ^ 


90 GREEK ART AND LITERATURE 

In these last two comparisons Anaximenes has advanced 
beyond Anaximander- He has moved from illustration to work¬ 
ing model. The movement of the band round behind the head 
is a working model of the assumed movement of the heavenly 
bodies, and the pressure of the hard oar on the dark, wet sea is 
a working model of the pressure of the compact air on the dark, 
wet cloud. An explanation of this kind which (like the developed 
Homeric simile) touches the thing to be explained at a number 
of points is much more convincing than the illustration which 
only touches it at a single point Anaximenes’ Wo other working 
models mark a further step forward The first is the passage 
already discussed in which he spoke of breath and air containing 
the whole universe just as our psyche controls us. The second is 
bis explanation of the process by which air becomes other 
things. This is not (or not only) generation but rarefaction and 
densification: ‘When breath is compressed by the lips, it be¬ 
comes cold; when it falls out of loose lips, it becomes hot/ By 
an extension of both processes the thin air could become fire 
and the compressed air water and earth. Both these statements 
are of great importance in themselves; the first initiates the long 
series of comparisons between the maapeosm of the world and 
the microcosm of man; the second ^ves a purely physical ex¬ 
planation of the process by which the world came into being in 
its present form and an eminently sensible explanation. Both 
are working models in the sense described, but they differ from 
the odier working models in that they employ the actual mater¬ 
ial of the unknown to be explained. For Anaximenes air (soul) 
does contain and control the human body, and human breath 
does grow cold when compressed and hot when relaxed. The 
working model uses the same material in the same way as the 
unknown original. It may therefore be regarded not only as a 
working model but as the germ of aa inductive argument. The 
terminology was not invented until much later, but perhaps we 
may see in Anaximenes the beginning of a demand for a closer 
relation between illustration and original and, therefore, for 
stricter control of arguments. 

However mneb they owed to poetic cosmogonies, the three 
pMosopbers of Miietos tried to explain the world in terms of 
everyday life. Their claim to have originated science and 
philosophy rests on their assumption that the world can be 
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explained in such terms. The great problem that they left was 
how to make such explanations cogent^ how to substitute for 
briUiant guesses, which were backed by a minimum of at most 
plausible observation, arguments which could be accepted as 
highly probable, if not necessary. The three men whose youth 
still falls in our period, Pythagoras, Xenophanes, and Herak- 
leitos, were less interested in the physical constitution of the 
universe than their predecessors but made important contri* 
butions to the technique of argument. We have said something 
already about their place in the history of individualism as the 
successors of Anaximenes and their main interest might 
perhaps be defined as wisdom, the wisdom of the ascetic life 
with iu hope of immortality for Pythagoras, the wisdom of an 
all-powerful God for Xenophanes, and the wisdom that can be 
apprehended in the universe for Herakleitos. This puritan view 
of the world which looks forward to the plays of Aeschylus and 
the sculptures of the temple of Zeus at Olympia does not con¬ 
cern us here, but wo must glance briefly at Pythagoras as a 
mathematician and at the kinds of argument used by Xeno¬ 
phanes and Herakleitos. 

The chronology of the meu themselves and of their writings 
is difficult to establish and both Pythagoras and Xenophanes 
probably lived the most important part of their lives in S. Italy; 
but as they are both mentioned as learned (but not wise) men 
by Herakleitos, some of their works must have been known in 
Ionia (whether written there or not) we)! before the end of the 
sixth century, and as Xenophanes mentions Pythagoras (as we 
have seen), Pythagoras was probably the oldest of the three. 
He is also the most difficult to apprehend, since we only know 
him from later reports and it is extremely hard to distinguish 
what is his from what was added by his followers and succes¬ 
sors. We must however believe that he discovered that the chief 
musical intervals are expressible in simple numerical ratios 
between the first four Integers, that he invented the theorem 
which bears his name, and that be believed in some sense that 
things were numbers. This last belief undoubtedly gave rise to 
all kinds of nonsense but also to the very fruitful idea of seeking 
for a numerical relationship between things. The musical scale 
had yielded brilliantly to a numerical interpretation, and one 
kind of right-angled triangle has sides which can be expressed 
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as 3, 4, 5. Thus, quite apart from his influence in other ways, 
his success may have encouraged others both to look for 
proportions in the universe and to cast their arguments into 
the form of proportions» 

Precedents can be found for both procedures earlier, but 
they seem to have gained a fresh impetus in the late sixth 
century, Homer’s Phoenix warns Achillea to lame his mighty 
wrath, because even the gods, whose valour, strength, and 
position is greater, allow themselves to be swayed by prayers J 
This is a proportional argument; man’s flexibility should be as 
much greater than god’s as man’s strength is less. Xenophanes »' 
uses the same kind of argument the other way round to estab¬ 
lish his god, who is greatest among gods and men, in no way 
like mortals in structure or in thought; the whole of him sees, 
appreciates, and bears; he remains in the same place and with¬ 
out toil makes all things vibrate by the power of his mind. We 
have only fragments of the argument, but the other term which 
we have lost would surely have been the wise king as the most 
successful mortal. Expressed as a proportion, the argument is 
that, as mortality is to immortality, so is the effectiveness of 
mortal wisdom to the effectiveness of divine wisdom. It is, of 
course, also a quite different application of the argument from 
the microcosm to the macrocosm, which Anaximenes started. 

Before considering Xenophanes' inductive arguments let us 
glance at the further development of arguments from propor¬ 
tions. Professor Hermann Frfinkel has shown that a consider¬ 
able number of fragments of Herakleltos can be reduced to a 
proportional pattern of the form A: B - B : C. A simple example 
is: 'man is called fool by god, as child is by man’. Ood is as 
far above mature man in intelligence as mature man is above a 
child- The difference between this type of statement and an 
ordinary comparison is that here the relationship of the un¬ 
known (the inteUigence of god) to the first known (the intelli¬ 
gence of man) is fixed by its equation with the relationship 
between the first known and the second known (the intelligence 
of a child). Frankcl has suggested that Herakleitos had perhaps 
learned from the Pythagoreans about the harmonious contrasts 
in a succession of tones with equal intervals and about corres¬ 
pondent progressions in geometry and algebra. At any rate 
for Herakleitos proportions were not only a form of argument 
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and a truth of mathematics but a phenomenon Co be appre¬ 
hended in the universe, which is 'everliving file kindling in 
measures and being extinguished in measures* ’ Mf we look on 
to the end of the fifth century and, still further, into the fourth 
century, we find that proportional arguments are common in 
the early Hippocratic treatises and in Plato. In the C(trglas 
Plato himself stresses the connection of this form of argument 
with geometry: 1 want to say like the geometers that as cos¬ 
metics is to gymnastic, so is sophistic to law-giving, and as 
cooking is to medidne, so is rhetoric to justice.* This is a four- 
term proportion which Plato uses to discover Che nature of 
rhetoric and clinches by another four-term proponion which 
establishes the nature of sophistry. He makes a very large use of 
proportions in other dialogues, notably the successive and 
interconnected proportions of the Sun, the Line, and the Cave 
in the Republic. It is, as Aristotle sees, a useful method of 
defining a relationship AB and CD when A and C are not 
species of the same genus. Except in mathematics, where an 
exact quantitative relationship exists between the terms, it is 
not so much a form of argument as a useful shape for precise 
statement > *. 

The other interesting arguments in Xenophanes may be 
classed under two headings, induction and experiment. Anaxi¬ 
menes* argument from the behaviour of human breath and 
human soul is the germ of an induction. Xenophanes has two 
interesting inductive arguments. He saw (or heard of) shells 
inland and in the mountains, fossil fish and seaweed in the 
quarries of Syracuse, fossil laurel in Paros, and flat shapes of all 
sea things in Malta. He argued from this to a previous (and a 
future) wet state of the earth. This is a theory based on a con¬ 
siderable number of widely spaced observations aod can reason¬ 
ably be called an induction, Similarly Xenophanes uses three 
pieces of evidence to establish the general rule that man makes 
god in his own image. *The Ethiopians say that their gods are 
snub-nosed and black, and the Thracians say theirs are blue¬ 
eyed and red-haired.* Thirdly, 'Homer and Hesiod attributed to 
the gods all the faults that bring reproach among men, theft, 
adultery, and deceiving each other’; Homer and Hesiod, to 
whom evidently the Greeks of Xenophanes' time, like Herodo- 
tos, attributed their knowledge of the gods, made the gods in 


94 GREEK ART AND LITERATURE 

man’s errant likeness. Thus the general truth is estabUshcd by 
iwo pieces of evidence from foreign sources and one piece oi 
evidence from the most authoritative Creek sour^ ^ 

So far he has used inductive argument, but he tl^ proceeds. 
‘if oxen and horses and lions had hands or could paint and 
sculpt Uke men, horses would paint the gods foriM like horse 
and oxen like oxen, and each would sculpt their bodies like 
their own.’ It may seem far fetched to call this an expenment, 
but it is in fact an invitation to tet the ^ral rule on any 
kind of subject and an assurance that it will prove to ^ true. 
This is the form in which experiments are normally given by 
fifth-century writers, who do not report the performance ol an 
experiment but invite their readers to undertake u tdl 
them the result. Thus Anaxagoras, wanting to shov/ that our 
senses cannot distinguish between a pure ^bstance a 
mixed substance, says: ‘if we take two colours, black and wh e, 
then pour drop by drop from one to the other, our vision wOl 
not be able to distinguish small changes.' This is an experiment 
in the modern sense of ‘forcing nature to arwwer the precise 
questions which we ourselves decide will help us to ^^Ivc a 
problem', and experiments are phrased In the same form in the 

early Hippocratic treatises ... 

I have suggested that proportional argument was probably 
borrowed by Herakleitos from the mathematicians, other 
kinds of argument, which we first find m the early fiflh-^tury 
philosopher Parmenides, seem to have bew transferred from 
mathematics to philosophy. One is the deductive argument by 
which Parmenides esublishes the properties of Being from its 
definition; this kind of argument is used in any land ot geo¬ 
metrical proof which deduces a solution from existing proposi¬ 
tions: and if wo can accept, as is generally agreed, that the ^ly 
Pythagoreans proved that the three angles of a triangle equal two 
right angles by dedudng the new proposition from two kn^ 
oroposiiions. this kind of mathematical proof antedates Par¬ 
menides'*. The other kind of argument is the reducih ad 
absurdum : Parmenides accepts his opponent's posit^n then 
Dtoceeds to show that it leads into absurdities. T^s kind ot 
argument is so common in later mathematics that SMins to 
me much more likely that the phUosophers borrowed it fr^ 
the mathematicians than vice versa' Parmenides was not (or 
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not only) a pupil of Xenophanes but had a Pythagorean teacher, 
and it is among the Pythagoreans that a transference of mathe¬ 
matical argumentation to non-mathematical subjects might 
have been expected. 

The mathematical proof has universal validity; it is what the 
Greeks call ‘necessary’ (anafikalon). 'Hiis is its great attraction 
for the philosopher. Long ago Hesiod’s Muses bad said ‘we 
can leil many lies like the truth’, and Xenophanes perhaps 
echoed the phraseology when he said ’let these be our opinions 
as resembling the truth’. Xenophanes hints at two words, doxa 
(opinion) and eikos (resembling, probable), which have a long 
subsequent history in epistemological questions. This fragment 
it presumably the conclusion of an argument which possibly 
began; ‘the clear no man knows, nor will anyone know, either 
about the gods or about all that I say about everything. For 
even if one were in fact for the most part to say what was perfect, 
yet he himself does not know it, but opining is ordained for 
all Knowledge and truth belong to the gods; man has only 
opinion. How can he ensure that his opinion resembles the 
truth? His own mental capacity is, of course, one factor in the 
problem, and Herakleitos, who also saw the difficulty, had no 
doubt of his powers. But Herakleitos. although he expresses 
himself more like a prophet than a teacher, gave his own argu- 
ments, as we have seen, a quasi-mathematical form. 

It was a great step forward to recognize the problem and to 
invent a terminology for it. Ideally ‘proof' and ‘necessity’ 
would only be used of mathematical argument, and ‘probability’ 
and ‘signs’ of all argument from the seen (the observable 
phenomena of this world) to the unseen, which for the Greeks 
included the unobservable parts of the human body and the 
unexplored parts of the world, as well as what we should call 
spiritual or metaphysical realities In practice, of course, the 
excitement of discovery may lead the discoverer to claim too 
much; Hcrodotos, in his discussion of the Nile, says that it is 
aotprobable that it flows from snow, but when he has assembled 
his four ‘testimonies’ (that the country from which the Nile 
flows has (1) hot winds. (2) no rain or ice, (3) black inhabitants, 
and (4) hibernating birds), he concludes that if there were any 
snow in this country, ‘none of these things would be, as neces- 
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sity proves' But the great popularity of the word probable and 
the distinction which came to be drawn between signs some¬ 
times and signs always indicating a particular unseen cause» 
show the appreciation of the need to control arguments. In the 
three main classes of argument based on comparisons, the 
working model, the experiment, and the induction, the control 
may be caUed quantitative: the induction must be based on as 
many instances as possible, and the working model and the 
experiment must have the maximum possible number of cross 
references to the ori^nal. But when general truths have ^n 
established by these means and made as cogent as possible, 
they may then be used as the premises in a mathematical argu¬ 
ment, which within its own limits has the certainty of proof* •, 
Thus the mathematical arguments provide a framework with¬ 
in which the general truths established by observation or other¬ 
wise can be related to each other. I think it is possible that the 
mathematicians influenced the philosophers in two other ways. 
Mathematical terminology is both convenient and precise. I 
should like to suggest that the sophists who belonged to the 
generation after Parmenides were preoccupied with formal 
grammar and the precise meanings of words partly because 
they were trying to give the terms of a philosoptucal argument 
the same sort of precision as the terras of a mathemahcal 
proof * ^ Precision of this kind is probably impossible to achieve, 
although it is probably also desirable that the demand for it 
should ever and again be made and receive some sort of satis¬ 
faction. Convenience however can be achieved although not 
without a dangerous sacrifice of precision. The philosopher 
and the scientist observe this brave man or that sick man, but 
they need to discuss ‘valour’, which is common to all brave 
actions, or ‘jaundice’, which is the label for all sick men of a 
particular kind. They need a terminology as remote from 
individual achons or sufferings as the mathematidau’s sphere 
is from his son’s football. We have seen that one way which the 
Greeks found for making such convenient general terminology 
was to use the neuter of the adjective with the definite article, 
and that this use was dangerous both because of the extremely 
wide range of reference and because even in its most abstract 
uses ‘the good’ somehow preserved the flavour of a concrete 
good thing. Curiously enough a very similar danger besets the 
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Other most convenient general term, the feminine abstract 
noun. 

These became both numerous and frequent in the techmcal 
literature of the fifth century, ‘When they do not reveal these 
things and nature herself makes no discWge of her own ac> 
cord, medicine has discovered constraints by which nature may 
be forced without harm to herself to make discharges^'/ This 
picture of harmless torture to establish the truth i$ a concise and 
persuasive statement of the theory of experimental medicitte: 
if the patient does not visibly reveal his symptoms* doctors who 
are sailed in experimental procedure can cause him to make 
revealing discharges without doing himself any harm. Medicine 
is a shorthand for doctors who can use a particular technique 
efficiently. Nature is a shorthand for all sick bodies, Because 
they are both feminine, they can be spoken of as persons: 
nature is unwilling but can be constrained, medicine has dis¬ 
covered means of constraining, They are put together as 
interrogator and prisoner, just as Hesiod puts Justice, Oood 
Order, and Peace together as daughters of Zeus. Nature is both 
all sick bodies and the prisoner in the incenogatioD» just as 
Homer’s Ocean is both navigable water and a god quarrelling 
with his wife, It is perfectly true that personified Ocean was 
presumably much more real in Homer's time than three hundred 
years later when the Hippocratic text was written, but the 
tradition of personifying and worshipping abstracts was still 
alive in the fifth and fourth century. The danger, of which wc 
have spoken, is that these feminine abstracts may seem to be 
goddesses, just as the neuter abstracts may seem to be things, 
and may so be given a kind of reality which does not belong to 
abstracts. The danger is only too apparent in Plato's theory of 
Ideas • 

The attempt to show, however partially and sketchily, this 
one aspect of Greek scientific thought, the assumption from 
which they started, the types of argument they used, the cross- 
fertilization of one branch of thought by another, the demand 
for controls, and the development of terminology, has led us 
far beyond the boundary of our period. It must always be 
remembered how fragmentary our sources are for the sixth 
century. In particular we have lost all early mathematical texts, 
which might have clarified the debt of Xenophanes and Heiak- 
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leitos. Yet we know enough to say that the decisive step was 
taken in our period even if fruition was only much later and 
then only partial. The decisive step was the abandonment of 
the mythical cosmogony for a world that arose from water. 
However much of the old view survived with the new» this step 
was decisive for several reasons. The first reason is the basic 
assumption, however restricted and dimly apprehended, that 
the world should be explained by the interaction of material 
causes. The second reason is that it entailed also rational explan^ 
alien instead of apocalyptic statement. Thales started from the 
practical world of politics and commerce, and if he himself did 
not write a book his successor Anaximander wrote in prose. 
Later philosophers might use poe^ or poetical prose but they 
always argued as well asprophe^ng. Explanation presupposes 
an audience and must be intelligible to the audience; a third 
reason therefore why this step was dedsive was that the explan¬ 
ation was by comparison with things that the audience knew and 
could check, or, to put it another way* the theory was based on 
verifiable observation. An audience worthy of explanation is a 
critical audience, and a critical audience demands controls. 
The decisive step entailed, therefore, the growth of controls: 
that observations would be verified, that they must be both 
relevant and sufficient to support the theory, that Che arguments 
themselves should be orderly and valid. Thus the whole later 
development is foreshadowed in the work of the three great 
Milesians whose lives cover the last century of our period. 

The attitude of the Milesians encouraged detailed observa¬ 
tion, and in this respect the geographers and the doctors are 
Ch^r successors—also the artists, who show more and more 
concern with the details of external appearance. Anaximander, 
at least, demanded fUrther that the universe should not only be 
intelligible but formally beautiful with its simple proportions: 
the boundless gives rise to a world which is geometric^y finite. 
This Creek love for clear and precise pattern can be traced back 
to Homer and geometric art (and far beyond). There pattern 
dominates, but we must always remember the realistic detail of 
the Homeric similes and the Geometric potters* readiness to 
turn the knob of a lid into a horse or bird, The painters, sculp¬ 
tors, and poets of the seventh and early sixth coitury were in 
revolt against formalism, and vital individualism showed itself 
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in many different ways^in the swagger of Archilochos, the 
great stormy figures of proto-Attic vases, the tremendous 
imagery of Solon, the Gorgon of Corfu, the widely different 
ecstasies of maenads and fat men. Well before the middle of 
the sixth century, however, the control of pattern had reasserted 
itself (and it is here that Anaximander belongs) and dominated 
sculpture, painting, and poetry—the pephs kore and her 
successors, Exekias and the Amasia painter, the lyrics of Ibykos 
and Anakreon, and, as we must suppose, the drama of Thespis 
and his immediate successors—until Aeschylus, Pindar, and the 
Olympia sculptors led a new revolt already prepared in different 
ways by Anaximenes, Pythagoras, Xenophanes, and Heraklei- 
tos. To realixe and to formalize are the essentia] driving forces 
of Greek art, poetry, and thought. Both are always present, 
though in varying degrees. Sappho’s passionate songs have 
their own beautiAilly conceived shape, Exekias' carefuUy 
balanced composition reveals the tragedy of Ajax' suicide, and 
the stormy swaggering Archilochos expresses the classical 
philosophy of moderation: 

Heart with clueless cares confounded, 

Up and fight your foe, breast forward, 

Standing firmly as you wait him; 

If you win, no blatant triumph, 

Nor beaten lie at home lamenting; 

Sober be your joys and sorrows. 

Know the ebb and flow of men. 
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THE BEGINNINGS OF 
PHILOSOPHY AND SCIENCE 

(EUlerences to works of art will bo roimd under the appropriate numbon 
in tho list of monuments at the end.) 

1. The chronology is difficult in detail, but the order u certain. I assume 
that Thales lived approximately 62^548; Anaximander 6I0>540; 
Anaxiinenee 585-S20: Pythagoras 370*500?; Xenophanes S7CM7S; 
HeraJcleitos 344*484. The evidence is quoted and discussed by K. R.. 
pp. 74, 100, 143,217, m, 182. H. TheslefT, Soc. Se. FtmUca Comm, 
hum. Hti. 23 (1937), 3 f., arguea Interestingly for dating Xenophanes 
about thirty years later. A pointer may however be given by Bowra's 
observation that his poem against athletes, which also icnplios that 
his wisdom is already formed, does not mention the race in armour 
which was hrsc held in 320 (ef. above Ch. 11, n. 63). The reference to 
Thradans and Ethiopians (cT below n. 40) would perhaps mean more 
to East Oreeks than West Oroeks, Herakkltos' (K.R. 

knowledge of Pythagoras and Xenophanes is more likely to derive 
from work written in the Bast than work written in the West. This 
all teems to me to ht rather better with the traditional dating of 
Xenophanes, although I see the attraction of making him an early 
classical rather than a ripe archaic author. 

2. Particularly F. M. Comford In the posthumous Principlum SapUn/lat: 
U. Hblscher, Htrmes, 81 (1933), 385; and rnoet recently W. K. C. 
Outhtie, In dfginning, 14 f. 

3. References for Thales above Ch. 1 n. 30. Thalee In politics. Hdt. I, 
170 (K.R, 64). 

4. AfhenJan Art and Uurelurt In tht fourth century, 82 f., pi. 12; A. 
Rumpf, 67 (1947), 10 ft, excellently sketchu the development 
of painiing from the late fifth century. 

3. Athens, N. M. 990, M.H., 204, fig. 22; cf. abo C.Q. 33 (1939), 17S t 

6. Kroisoa: no. 7, fig. 8. Cf. above Ch. n n. 84, Timouldas: no. 72. Cf. 
abo above 11 n. 68b. Other instances are given C.Q. 33 (1939), 177. 
Cf. also the dedications of Mantiklos (no. 1), Nikandre (no. 19), Cher* 
amyse (no. 22). The archaic inscripcion is normally a speech made by 
the sculptured or painted figure or by the vase or other monument. 

7. Sappho, cf. above Ch. n, d. 33. Caricature: I believe that this is the 
meaning of Pliny's stoiy about Boupalos and ACheols, who exhibited 
a portrait of Hipponax to laughing crowds 36, 12); cf. also 
Htppooax 43 D. Objects and animals labelled: e.g Attic Pranqois 
vase, no. 46, ID the T^^oa seexte fountain house, hydria, seat, and in 
the wedding scene altar; Laconian Arkesllas cup, no. 83, wei^beam 
and scales; Corinthian Andromeda amphora, no. 80. mooater and 
donk^s. Names m the genitive: C.Q^ 33 (1939). 169. 
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8. On portraiture in sculpture and painting, cf. above Qi. II. n. 7(W. 
Animals, birds, aad plants in post-geomeinc vase-painting, e.g. 
Attic Analatos hydria, no. 31; Sophilos’ wedding, no. 45; Eurgon 
group ploughing scene, no. 49; Amasis painter indoor sceos, no. 61; 
Corinthian Chigi jug bare-hunt, no. 67; Tlmonidas’ bottle, no. 72; 
Parian deer, no. $8, fig. 2; Caeretan hydna, Apollo and Hermes, 
no. 96. Many others could be quoted as a glance through any picture 
book will show: in particular, I have not mentioned the whole large 
class of East Greek vases decorated with friezes of animaJs, particu¬ 
larly wiid-goats, e.g. tane. Orf^k foaery, figs. 16-16. 

9. London, British Museum, B 331 (manner of Lyslppldes painter); 
A. B.K 261/141. 

10. No. 101. Aristeas, ef. above Ch. II, n. 14, 

11. Colours and patterns m drapery on early vases: e.g. Attic Analatos 
hydria, no. 31; Melian Apollo and Artemis, no. 89, llg. 4; Corinthian 
Arnphlaraoa krater, no. 83; Attic Francis vase, no. 46. DifTerencts 
of texture In sculptured drapery: e.g. goddess from Auxerre, no. 9, 
fig, 5; Hera ef Cheramyes, no. 22 (cf. above 1, n. 48). The hiitory of 
the treatment of folds in sculpture can be seen very clearly on the 
seated l^guree from Branchidal, Milelos, in P.N. Pryce, Caielofut of 
SeulptuH fff tho BrUlsh Mustum, I, pt. I. Of the works mentioned 
above the Her* of Chemnyes, no. 22, in spite of the dilTerentiated 
texture has completely flat drapery, as has the Kore of Anaximander, 
no. 23: Chares from Branchidai, no. 26, slightly after the middle of 
the century, has a plastic rendering both of the folds of the chiton and 
of the edge of the himation where it falls between the legs; this 
treatment Is slightly more advanced in the seated Aeokes from Samos, 
no. 27, of about 540 and much more still in the later statues from 
Branchidai. On Attic black-figure vases the first beginning of folds 
can be seen on Sophilos* wedding, no. 45. the hanging cloak of 
Chariklo; Dionysos in Lydes* return of Hephaistos, no. 52, hu 
simple angular folds at the bottom of his himation; Exekias paints 
shallow systems of rounded folds; the woman*! chiton in the Amasis 
painter's 'lyre player*, no. 61. has quite an elaborate stacking of 
rounded folds; the Dunedin Dionysos by the Antimenes painter, 
no. 62, looks forward to the more elaborately piled curved folds of 
the last quarter of the century. 

12. The chariot in geometric painting: ag. Athens, N.M. 990, with refer¬ 
ences given above n. 5. A good early seventh-century example is (be 
Analatos ptinter*s krater, no. 32. Subsequent development is ad¬ 
mirably treated by f. White, Perspective bt A/tcienl Droyvlng and 
Palming, Hellenic Society, Supplementary Paper, no. 7,10 f. Over¬ 
lapping of horses in black-figure painting: e.g. charioLrace of Fran¬ 
cis vase, no. 46, and on reverse of Corinthian Ampbiareos krater, 
no. 83. Note that shortly after the middle of the seventh century the 
line of warriors on the Chigi jug. no. 67, overlap each other, and on 
the early sixth century metope of the Sikyonian treasury st Delphi, 
no. 14, the cattle overlap, just like the horses in contemporary chariot 
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rac«$. BlAck-figur« vase witb chariot no. 57, 13, The 

later developmeoi is discussed by J. White, loe. cit 

13. M. Treu, in Vofi Homer iMrl^rik, has recently studied and, I think, 
overemphasized the difference between Homer and the lyric poems 
in appreciating sensible and tactile values. In general, however, it is 
true that, partly because they bulk large in relation to the rest of the 
poem, deecriptions of nature m the lyrk poets seem to have a new 
warmth, colour, richness and importance; particularly Alkman 58 D 
(tiber alien GipfeJo), 94 D (the keryhs)’, Sappho 2 L^P (the preclitet 
of Aphrodite); Ibykos 6 D (the garden of the Nymphs). On the 
subject matter of Homeric similes see V.//.. 220 f.; on their function 
see M.H., 224 f. The simile quoted is fllad i, 553 f. Cf, Adam Parry, 
T.A.P.A.. 87 (1956), I f. 

14. The log; K.R. H (VS. A 14). Mimetic stone and amber; K.R. 92 
( ys., A 1). The Vp^le conception ia much easier to understand if it U 
remembered tliat the boun^iy between thing and person was not 
so clearly drawn (or was not drawn in the same place) by the early 
Greeks as by ourselves. So in Homer Hron itself draws a man on' 
(Od. ]6, 294), Sisyphos* stone is 'shameless* (Od. 11, 598), spears ara 
'yearning to taste fiesh’ (//. 11, 574), and this kind of personiAcation 
survives in (he technical terminology of scientists and doctors (cf. 

17 (1954), 15 f.). We have noticed already that not only the 
sculpted or painted figure but also the vase itself may speak in the 
first person (cf. above n. 6), and the vase may bo made more obviously 
alive by being given eyee, nose, and ears; Ihis practice is very old but 
dies out (except for the special case of moulded head vases) before (he 
end of (he sixth century (cf. C.Q. 33 (1939), 178). 

15. Thalsa: K.R. 87, 93, 95 (H9. A 12. 22, 23). Homer; if. 14, 200>2]0 
(Hera's visit to Ocean, boundary of earth, origin of gods, and husband 
of Tethys); 14, 245 (origin of all); 21,195 (origin of rivers); 18, 399 
(father ofEurynome); Od. 10. 508 (navigable water). The identifica¬ 
tion of god and natural phenomenon Is closely akin to the kind of 
personification described to (he preceding note. Other such idenil- 
ficatiorts in Homer are the Sun, the Winds, (he Earth, Fire, etc., The 
Winds had a priestess in Mycenaean Knoisos, and in Mycenaean 
f^los Bemeier seems to have been both a goddess and a measure of 
arable land (cf. Coll, laiomus, 28 (1957), 531); in the early sixth 
century Solon still can say (24,4 D): 'greatest mother of the Olym;^ 
ian gods, black Barth, whose boundary stones 1 took up'. 

16. On the Oriental sourco of the Creation myth and the possibility that 
the Greeks had already borrowed them in Mycenaean times, see 
M.H. 84 fr. (and in more detail Minos, 4 (1956), 109 ff.). Cf. also K.R.. 
discussion on aos. 4-6. Thales and Babylonian astronomy: K.R. 
76-8. Thales and Egyptian (and-measur^nent: K.R. 68-71. 

17. //.8,13-16. 

18. Cf. above Qi. U, a. 8. 

19. Hesiod, Tieogony, 11^38, quoted and discussed K.R. 24. 1 have 
omitted U. 118-19. both of which are omitted also ia some early quota- 
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lions of the passage: 118 is harmless but restricts the ‘alV of 117 to 
‘Ihc gods who dwell on Olympos'; 119 puts Tartaros on alcvri with 
Earth and Eros. T&rtaros Is not used in the subsequent genealogy, 
and in the next geoeralion its place is taken by Erebos, which becomes 
the husband of Night. 

20. On the Phoenidan source see U. Hdlscher, Henuffs, 81 (1953). 393 ff.; 
he finds there both Chaos and Eros, who has no further part in Hesiod 
except In so far as he was the procreative force. Eros would not be 
strange to Hesiod’s SoeoUan audience, as the 'unwrought stone*, 
which survived at Thespiai till Pausaniaa’ time (9, 27, 1) alongside 
statues of Eros by Praxiteles and I.yaippos, must have been very old; 
its worship presumably ensured the fertility of crops and animals as 
well as women. Ocean and Tethys, it will be observed, come quite 
late In this theogony after the cosmogony is over but still belong to 
the generation before Zeus. Of this g^teration Hyperion, Theia, and 
Themis have been found on the Mycenaean tablets and may be pre* 
Creek divinities with Greek names, whose great age has been lemem- 
bend. The succession myth—Ounnos dethroned by Kionos and 
Kronos by Zeua^has Phoenician, Hittite/HurrlBn, and Akkadian 
parallels: U. above n. 16, and particularly F. M. Cornford, 

Saplentiae, 191 f,; A, L«ky, Anr. Wien. Ak., 1930. 148; U. Hblscher, 
loc. dt. 

21. Zeua, Themis, and the Seasons with their new Hasiodic names show 
how useful personiflcaiion and genealogy are fer stating the relation 
between abstract concepts (or even natural phenomena). In Homer 
the war-god Ares has a sister Strife (f/. 4,440) and a son Panic {/f. 13, 
299); Panic and Pear are his grooms </f. 13, 119), and Panic has a 
companion Flight (//. 9.1). In Alkman Success is the sister of Oood 
Order and Persuasion and the daughter of Forethought (44 D), and 
Daw is the dai^hter of Zeus and the Moon (43 D). In IbykM (8 £>) the 
beautiful Euryalos is child of the Oraeas, darling of the Muses, 
nursed by Aphrodite and Peitho (cf. above, Ch. 1, n. 46). When Hesiod 
called the Seasons Justice etc. (probably also when ha made (hem 
daughters of Zeus and Themis) he was giving new names and a new 
genealogy to an existing group: so also satyrs, maenads, nymphs, 
fat men are existing groups which can be given names to suit the 
particular moment—the fat men on the Corinthian vase (no. 78) 
already quoted <Ch. 1, n.43) are called Reveller, Sportive, Bsekbender, 
Sidebender, Pleasurelover. (The niunes of satyrs and maenads have 
been collected by C. FrilnM, Satyr imd Bakchennamen tutf Vastn- 
bildfrn.) The writer of the Homeric epigram to the potters thought of 
some such figures as plaguing the potters If they did not pay him and 
gave them names connected with mishaps to pottery such as breaking, 
bursting, overriring, bad kneading of the clay, sad damage before 
firing (R. M. Cook, C.R. 62 (1948), 33 on Vita Herathtta^ 445-8). Cf. 
also below o. 49. 

22. Ox. Pap. 24, 2390 ft. 2. The Muses are daughters of Zeus in fts. 40, 
67, 68 D. Mimnermos also made them daughters of Earth and 




104 GREEK ART AND LITERATURE 

Heaven; both poets had cormeotions with Lydia, and it is possible 
that we should look to Lydia and beyond to the old Phoenician poeot 
for some of the details of Alkinan’s airaop cosmogony. There Mol - 
mud came very early in the cosmogony, and the sun and moon shone 
forUi from Mot (Hbischer, Neriius, 81 (1953), 394). Thecommcouior 
is confused and uw Aristotelian tcrminologyi but the succes&on 
(Matter), Thetis, Poros, T^or is certain. In the long Parilieneion 
fragment (ID) Alkman calls Aisa and Poros the oldest of the gods, 
and the ancient commentator on that passage equates Poros vdth 
Hesiod's Chaos, but that may be only his guess; if Alkman there had 
this cosmogony In mind, he equated Aisa (fate) with his new Theiis. 
Our commentator quolci ‘and third Darkness' both after Tekmor 
and after 'Day and moon', but lie says clearly that darkness pre¬ 
ceded the lights, and titerefore I think that Alkman must have made 
Poros, Tekmor, end Darkness his trio. The craftsman conception 
IS otherwise only found in the Pandora story (and it Is arguable that 
Pandora was originally an earth goddeas) and in the very strange 
sixih-centiuy cosmogony of Pberekydes of Syros in which Zeus 
weaves a cloak for Chthonie and embroiders In it Barth and Ocean 
and the houses of Ocean (K.R. 54 « VS. B 2). I have disregarded all 
cosmogonies of this type (they are discussed in the first chapter of 
K.R. and by Jaeger, Thtology of iht early Creek phl/osopkers, 61 f.\ 
because no line seems to lead ftom them to the sclenilsu. 

23. Thales' maihemallos, K.R. 81-2 {-P5. I, 20, 21). Cf. K. von Fritt. 
Arehiv fUr BetriffsgescMchte, I, 77. 

24. Anaximander's geometrical universe: cf. above Gi. I, n. SO. K.R. 
124,127*9-P'5. A 10. 11. 21*2. Hii map of the circular surface of 
(ha earth: K.R. 96, 100-2-1/5. I, 6. K.R. 102 (-Hdi. 4, 36), 
Herodotos' scornful mention of a map which gives a perfectly eireular 
earth surrounded by Ocean, does not mendoo Anaximander but is 
plausibly referred to him. The Black Sea was well known to Milesians 
by Anaxinander's time, end he is himself said to have led a colony to 
Apoilonia near the mouth of the Danube (colonization of the Black 
Sea had been going on since the late eighth century). It seems to me 
likely that he made the Danube and the Nile the other two divisions 
of the land masses; Herodotos himself idll says that the two rivers 
have ‘equal measures' (2,33) which implies symmetry. On early Greek 
maps see J. O. Thomson, Hisiory of Ancient Ceofrephy, 97 f.; S. L. 
Myras, Herodotus, father of hlsfory, 34 f. 

25. Cf. in general W. K. C Guthrie, In the beglfwtnf, 3) ff., 46. The 
boundleee': K.R. 110 (-f^. A 15). The opposites: K.R. 120-3 
(- KS. A 9-10). The view taken of the process depends on whether 
stress is laid on ‘productive* in K.R. 123 or on ‘separating out’ or ‘off’ 
m KR. 120-21. Guthrie, H.T.R. 45 (1952), 90 and Comford, 

pium Sapientiae, 163, 180 stress the former; K.R. the latter. If Anaxi¬ 
mander used ‘separating off*, the unage may have been the Homeric 
champion emergiDg horn the throng for single combat (//. 5, 1^. 
‘Reparation etc.': K.R. 112 (-P5. B 1); this is verbatim quotation 
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of Anaximander. The dnim’; K.R. 124 (-KS. B 5). The bark': 
K.R. 123 (-RS.. A 1(J). 'Chariot-wheela etc.’: K.R. 127-8 (- A 
21-2). Our sources are not coosUlent Uere> and it is likely that Anaxi¬ 
mander used several imeees without building them into a working 
model. 1 have assumed that the wheels must revolve round us and 
wo nnist see the fire spouting from holes in their Inner rims- It is 
difficult to combine this with the picture of a wheel with lis hub fUll 
of fire, which runs through the spokes to the rim (VS., A 21). The 
trumpet and the bellows may be alternative images for the actual 
emission of the fire. Thunder and lightning’: K.R. 132 (• 1^. A 23) 
•Sharks’: K.R. 140(•PS, A 30). 

26. The boundless': K.R. U0(»f'S. A IS). The boundless sea’, 1. 
350; Ocean, on the other hand, is 'the bounds of the eanh\ fl. 14,200. 
On the terminology, cf. R, B. Onians, Origins of European thongki, 
310 ft. 

27. See M. Ventris and J. Chadwick, D^omtenis in M^nosan Greek, 37 

on demonstratives; 385 f. (vocabulary) for refStences to discussions of 
/i*r/-pe (tripod), i^Uja (chariot), da-mi'Jo (people's land), vxiO’we 
(rose-oil). Cf. also 'uncultivated land’, e4eM>io ’unsettled 

land' etc. 

28. Od. 14, 12. Monro, H.G., para. 2d0e, and Chaniraine, Grammaire 
Homdri^ys, II, 163, explain the use of the article as due to the Implied 
contrast: the contrast is expressed in //. 1,106-7 'the good (singular) 
... the bad (plural)*. Sappho 58 L-P ( *65 O): this appears to me the 
most probable explanation of this difficult line. 

29. Anaxagoras K.R. 496 (■ K9. B 4), Hippocrates, ds aerlbus etc., 24, In 
the Aoaxagoras passage ’the hot' and '(he cold’ are used collectively 
for all matter Imbued with heal. In the Hippocrutic passage ‘ihe fierce’ 
etc., is an undefined amount of the ’fierce element’ posseesed by certain 
people. Cf. my article in Acia Congressus Mod¥iglanl. U. 32, and 
P. Chantralne, (bid., V, 20 f. 

30. Cf. G. V]uxos,Pkllosap/iicelJlevlsw, 63 (1934), 324 ft. Cf. also below, 
n. 49. 

31. Cf. above Cb. 11, n. 62, and in general Guthrie, In iHe Beginning, 48 f. 
’Air as god etc.': K.R. 147-9,144 (- A 10,7). 

32. 'leaf’ and ‘nails': K-R. 157-8 ( • VS. A 14). 'table*: K. R. 153 < - K5- A 
20). 'felt': K.R. 159 (• K9. A 7); the explanalion of K.R. and others 
that the felt is a hemispherical cap which revolves round tbe head is 
unsatisfactory; why should it revolve? B. Farrington’s suggestion of a 
stone in a sling is veiy attractive but there seems to be no evidence 
that TeJC can mean this (Prec. Poyai JnsU/uUon, 23 May 1945). 'The 
turban is, I think, the pointed headgear worn by dancers on contem¬ 
porary Chioto vases <e.g. /.H.S. 44 (1924), pi. 11) and the ‘wasp^ 
covering* of Anakreon’s Arteznon (54 D, the material, not the sh^, 
is ridiculed). ‘The foam of the oar': K.R-161 (- f'5’. A17). 

33. Control of psycAe: K-R. 163 (-VJ. B 2); cf, above Ol U, n. 62. 
Rarefaction etc.: KJt. 146 B J). On forms of argument in 
tbe Pre-socradcs see O. Regenbogen, Quelfen und Studien. B 1,1931, 
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(87 f.; H. DUler, Hermts, 67 (1932), 31 f.; B. Snril, Dtseovery of the 
Mind, 213 f.; tnd trcf article in Acta Cenfrewts Madvigianl, U, 33 f. 

34. Cf. above Ch. U, n. 63-5. 

35 On the ciuonology, see above n. 1. Oo Pythagoras, see K.R. p. 229 
ff.; J. S. MoiTison, C.Q. 6 (1956). 135 U parlicularly 152 IT.; K. von 
FrilZy Archlv/iir Begriffsgeschichte, 1. 79 ff. 

36. 9.496 f. 

37. Xenophanes, K. R. 173, 175. 174 (-V^. B 23, 24, 26, 25), Cf. below 
n.44. 

38. Frtnkel H'.f., 253 f., panic, 265 (Pythagoreans). The example 
quoted is B 79; very similar in form is IC.R. 215 (•■ VS. B. 53): 
god is to man, as free man is to slave. O. S. Kirk (The CosnUc/nn- 
men/f 78) agrees that this proportional form of exposition wti dear 
to Herakleitos but finds that Prfinkel Includes too many fragmenU 
under this h^ing. Kirk gives also the interesting example of Herak- 
lotos' proportional calculation of the Great Year (op. eit, 300 f. 
on VS. B 100, A 13,19). The idea of proportion In the universe (whidi 
Anaximander had expressed as payment for injustice) is found In the 
fragment quoted, K.R. 220 (- VS. B 30), and In K.R. 221 (- VS. B 
31), where it is expressed as fogor. 

39. The author of AncStni Medicine ends his account of the discovery of 
medicine <13) with a proportion; 'the diet of sick men stands in the 
same relation to the diet of healthy men as the diet of healthy men to 
the diet of animals,* and the four-term proportion Is very common In 
(he treatises discussed by Regenbogen, op. cJi., n. 33; cf. also P. 
GrertW, L'Anahflt dans Platon, 253. On the proportional argument 
in Plato cf. P. M. Schuhl, Pabulailon Flaionlclwte, 41 ff. The in- 
stances quoted are Corgltu 465b, Pep. 506, 509, 514; cf. also Phaedo 
109b. The example which Aristotle gives in the Ethics (1096b 28) 
'sight in the body equals intuition In the soul' is itself a renunisesnes 
of Plato's line; later he defines it as 'an equality of proportions in at 
least four terms' (1131a 31). For other applications cf. Pott. Anaty- 
ila, 76a 39, 98a 20. 

40. Xenophanes' fossils etc.: K.R. 1B7(** A 33), Man makes god m 
his own Image; K.R. 170 (-VJ, B 14). Ethiopians etc.: K.R- 171 
(-VS. B 16). Homer and Hesiod: K.R. 169 (•VS. B 11). The 
authority of Homer: VS. B 10- 

41. Xenophanes' experiment: K.R. 172 (—VS. B 15). Anaxagoras: K.R. 
536 (-Kf. B 21, which gives the full text of Sextus; he seems to 
have preserved the form and st^stacce, if not the actual words of 
Anaxagoras). Anaxagoras also used bladders (wineskins) and 
pipettes (kiepeydra) to prove that air was corporeal; this must have 
been an expwimenl but we only know the fact, not the form (K.R. 
498 - VS. A. 68*9). The klepsydra In Empedokles (K.R. 453 — B 
lOCO is not used experimentally but is a working model to illustrate the 
nature of breathing as conceived by Empedokles. Experiments can 
be found in tht Hippocratic treatises (e.g. de morbo sacro 14; de 
aeribus etc. 8, 57) and one of the most interesting is the experiment to 
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show the growth of the human embryo: a hen is made to sit on 20 
eggs ind the content of one is examined each day (Corput Hippo- 
craiicum, Liltri, 530/10, cf. Regenbogen^ op. cit., n. 33). In the idrlU 
the principle of experunent in medicine is stated; ^medicine has 
discovered constraints m which nature may be forced without harm 
to Iierself to make discharges; and an example is given; if the quality 
of sweat is to be examined, the man can be made to sweat by running. 

42. Parmenides, K.R. 347, M, 16-21; 3S0-2 (ys. B 8). Pythagorean 
geometry; Heath, Maniiol of Gre^k motktmotics, 121 f.; You Frltx. 
quoted above n. 35. Parmenides and Pythagoras, K.R. 33MO (» 
VS. A J; 12). This kind of mathematical deductive argument Is 
further developed by Plato in his use of hypetktsli and dktirtjls. 

43. Parmenides’ rottiicHo K.R. 347. 5-15 (VS. h S). The method is the 
backbone of Zeno's paradoxes and Mr. Lee {Ztno of Zita, 112) 
thinks the geometers may have got it from him but the reverse seems 
to me mu^ more likely. Melissos uses this form of argument to 
defeat the pluralist! who uphold the existence of senslblea (K.R. 392 
• K9. S 8); If the many things exist and our senses report them 
correctly (this is his opponents* argument which he for the moment 
accepts), they must exist in the Parmenidean sense of permanence, 
etc.; but our senses report continual change, and this is incompatible 
with permanence; therefore his opponents’ position is absurd. The 
statemeut that our senses report continual change is estabiished by a 
number of Instances, l.e. by an inductive argument This use of in¬ 
ductive arguments within the framework of tlie rtducth it the com¬ 
mon form of the Socratlc eUnchos in the early Platonic dialogues, 
e.g. Rtp. I, 335a. 

44 . Hesiod, above Ch. 11, n. 8, Xenophanes: the terminology of K. R. 190 
<• V5. B 35) echoes K.R. 189 (•VS.S 34). and may therefore end a 
section of argument which began with K.R. 189. K.R. offer two trans¬ 
lations for the last phrase of 189: ’seammg is wrought over all things* 
or ’fancy is wrought in the case of all men*. The verb should be taken 
Id its Homeric sense: ’is ordained’ (e g. //. 18, 120). f see no way of 
choosing between ’ali things’ and ’all men’, unless the lue of the pr^ 
position suggests 'things’ as ‘men’ would be In the simple dative. For 
dokos K.R.’s 'seeming’ and ‘fancy’ (cf. D's SefitUimelnan) are Isk 
good than Unterstelner’s eongtt/urert (Stnofane, ccxix ff.). But 
Uniersteiner takes the fragment as a contrasi between X. knowledge 
and other people’s fancies. K.R. follow Sextus, to whom we owe the 
fragment, m taking it as a contrast between divine knowledge and 
human opinion, which in fact is the basis of Xenophanes' view of 
god, cf. above n. 37. Xenophanes (cf. Ch. n, n. 63) had, of course, 
no more doubt of his own powers than Herakleiios (K.R, 193 -K9. 
B 40). But neither would claim to be more than the best human in¬ 
terpreter of sense-<iata, and the interpretation is performed by human 
powers and can be appreciated, if they take the trouble, by other 
human beings: this, 1 think, is Implied by Herakleiios (K.R. 197, 198. 
201 - K9. B 1, 2, 107), and when he says (K.R. 247 - VS. B 93) 'the 
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lord whose shrine is at Delphi neither speaks nor conceals but gives a 
Bign\ be means that human interpretation is possible. 

45. The three imporiant words are senteion, nkm^rion, and elk^ (with 
their cognate verbs). Herakleitos in the fragment just quoted (n. 44) 
uses the verb which comes from the same root as semelM: *gives a 
sign’. His perhaps slightly younger contemporary Alkmaioa of 
Kfoton uses lire verb connected with lekmerion (K.R. 285 VS. B1); 
'the gods have clarity about unseen things as about mortal things; we, 
as men, can only use tokens’; not much later tekmerla is coupled with 
mariyria Ctestlmonka’, used in a geographical argument by H^odotos, 
dee next note) by Ath^a in Aeaehylus' Eumenides (485), and ttkmer- 
Icn is used of Orestes’ footprinu in cite Chotphorl (205). Both words 
are used by philosophers, historians, doctors, and oraion in the 
sense of pieces of evidence and of arguments based on plecea of 
evidence (or indeed of deductive arguments). Much later Aristotle 
(frier Analyilu 70b Rhet. 1357a 34*b 25) distinguished the 
two, advocating the use of itkmrlon for a sure symptom (he is ill 
because he has fever) and renieie/i for an unsure symptom (he has 
fever because he breathes ftst). 

la the same passage of the Ehmrlc Aristotle distinguishes «\kos 
(probable) from Anaakohn (necessary), as that which happens for 
the most part among things which could happen oiherwl^ Zt was 
commonly to used in tlte Afth eeaiury, and Tiiucydides calls TJieml- 
itoelea the best tikastt3 (forecaster) of what was actually going to 
happen in the future (I, 138, 3, cf. A. RIvier. Un tn^hi orcheTqat dr 
I'uialcgit, 41 f,). But it had also a spcclallaod application to pre¬ 
dictability on the basis of character: it is already so found in Aeschy¬ 
lus (£uM. 194) and is common in the fifth century, e.g. Z)r esribus rrc. 
22, 47; Hdt. 1, 42,1; Thuc. 1, 4,1; it was ruthlessly exploited by the 
orators in Jawcourt cases, and Aristotle's examples of probability in 
the Prhf Analytles (70a 2) are of this kind: the envious hate and 
those beloved fbel aJTbction (1 tlunk this is the correct translation in 
spice of Philcponos). 

The general principle that what we can see is a clue to (be imdei*- 
stsnding of what we cannot see is stated for their dlffereoi purposes 
by Anaxagoras (X.R. 537-KS. 6 2U), the doctors {Ancient Medi¬ 
cine. 22; Diet. \.\\ \ Art. 10/,), Herodotoe (2,33). 

40. Hdt. 2, 22, 2. Aristotle {Prior Analytics, 68b 2?) says that only 
enumeration of ail the instances can make induction a conclusive 
argument. The doctor who invented the experiment with (he hens 
(above n. 41) had some idea of the need for controlling experlxnents. 
Empedokles' descriptions of his two working modelv-the pipette 
for breathing (K-R. 453 - 3^. B100, cf- D. J- 77 (1957). 

3i) aud the lantern for sight {VS. B 84)—are very carefully written 
to show all possibie cross references between model and origirial; the 
technique is still further worked out by Plato in his use of ponuUlgma 
in the tecfasical sense: e.g. PoHticus 277 where the rules axe given, 
followed by an examination of the art of weaving (279) as a parodeig- 
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«Mi for ihc kingly art (2S7), cf. V. Goldschmidt, Lc Parodisnte datis la 
diaJecti^iie Platonielennt. On inductive arguments within the fram^ 
work of a mathematical argument, cf. above n. 43. 

47. e.g. Protagoras, VS. A I, grammatical terms; 26, correct use of 
words; Prodikos, VS. A 13*19, distinction of synonyms. 

48. Hippocrates, Art, 13. Ct. the rather sicmlar personification of medi¬ 
cine by Plato in Gorg/as SO 2 a, cf. also 464c, 51 Sa. 

49. Homer cf. above n. 15. Hesiod and his successors cf. above n. 21. On 
the growth m the number and use of abstract nouns it may be ob> 
served that ono type, the nouns (like pAy.ii^ Yuiture') which are 
formed by attaching sis to the stem of a verb, shows tan times as 
many eKamplee in Plato as In Homer, and that they occur forty times 
as frequently In the early Hippocratic writiop as in Homer. (On these 
nouns cf. now R. Browning, PhiMogits, 102 (1958), 60; P. Chantraino, 
Atia Cengressus Madylgtaii, V, 15.) Pheiiu (rumour) was given an 
alur in Athens In 465 and Elrent (puce) in 371 (cf. Nilsson, Eraws, 
50 (1952). 31 ff.). An Attic vase painter of the lata fifth century pula 
HygWo (health) among the Hesperids when Herakles visits them, and 
the maenads surrounding Dionysos on Attic vases of the same time 
are named after the concomitants or conditions of DIonysiac woiihip 
Peace, Brightneea, Good Cheer, and Longing. Plate seems to be 
thinking of Herakles* drive to Heaven and his sojourn in the garden of 
the Heeperids, w^hen he pictures (he charioteer of tlie human soul 
catching glimpses of Justice herself, Knowledge herself, and Modesty 
herself in their place beyond heaven (P/taidruf 248, cf. Art a/KlLUtre- 
/ura in foursh<tntury Athns, 40 t.’.J.W.C.Lt 17 (1954), 14 f.). Even 
in passages which are not mythical or persuasive (eg. Vice as a 
runner, Ap. 39b; Pleasure as a Fury, Fha^d. g3d) the Ideas have 
objective reality, and tUher they approxinuito to goddesses (feminine 
abstracts), wbrn they are called patterns and sensiblos are called 
copies, imitating them, or reaching out for them, or they approximate 
to things (neuter abstracts, cf. above n. 30), when they are in sensibles 
or sensiblos partake of them, cf. Ross. Fhro't The^ cfJdtm. 228. 

50. Archllochos 67 b D. 


List of Monuments 
Discussed irt the Text 

Th6 mODumeots are arranied under A. Sculpture (inchidins relief^, 
bronzes, temeotus), B. Painting. Within these headings they are srouped 
chronologicaJly under areas of OTi^n» K Attica and Boeotia. 2. Crete 
and Pek^onnese, 3, Cyclades, 4. Asia Minor including Rhodes, Chios 
and Samos, d. Italy and Sicily. 

The order In eadi complete entry is number, references (o pages and 
figures in this hook, description of obi^t, subject, date, provenance 
(where provenance is given in brackeu, this means place of origin as 
distinct ftom place of discovery, if these are different), museum, and 
modem literature (recent discussions, standard works, and aeceesible 
illustrations). 


A. SCULPTURE 
1. ATTICA AMO aOSOTlA 

1. (Ch.ln. 21. 33;Ua. 82;lVn. 6} 

Brouae statuette, Apollo. 700/d7d. Prom Thebes. Boston Fine Arts 
Museum. 

Ref; A.I A., 39 (1933), 511; Lamb, Crtfk Bronzts, 74, pi. 20c; Picaifl 
134, Ag. 35: Karo 70; Hoekstra. Mner/r.. 10 (1957). 222. 

2. (Ot ri n. S3, fig. 7) 

Marble statue, naked male. 500 c. Prom Sounlon. Athens, N.M. 2720. 
Ref: Rldtter, Kourof, no. 2; Uppold, pi. 10/1; Karo 250. 

3. (C:h.lln. 93) 

Marble statue, naked male. 500 c. From Attica. New York 32.11.1. 
Ref: Richter, KdNrot. no. \ \ Archaic, fig. 10«11: Phiiadelpheus, B.S.A., 
35(1936), 1. 

4. (Ch.In. 24) 

Terracotta relief, Achilles and Amaions. 500 c. From Attica. New 
York 42.11.33. 

Ref: Richter, fig. 9; von Bolhmer, Amazons, no. 3. 

5 . iCb.lln.9]) 

Marble statue, draped female. 570/50. From Attica. Berlin. 

Ref: Ebchter.flg. 90-1; Lippold, pi. 10/2: Rumpf. CrUica d'Ane, 14 
(1938), 47- 

6. (Ch. II n- 81) 

Marble statue, draped female. 540 c. From Athens. Athens, Acr. 579. 
Ret:A.M.S. 18; Richter, fig. 123^; Lippold, pi. 23/2, 

7. (Ch. II n. 84; IVn. 6; fig. 8) 

Marble statue, naked male (Kroisos). 540/30. From Anavysos. 
Athens. N.M. 3851. 

Ref: PhUadclpbeus. B.S.A., 36(1935), 1 ; Richter, fig. 113*14; S:ourol. 
no. 114; Peek, no. 1224. 
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S. (Ch. lu B. 28) 

Terracotu masks, Corgons. 700 c. Prom Tiiyna, Nauplion 4506*8. 
Ref: Hompe* Sofinbl/dtr. 63, pi. 42; Karo, 32 fT,; Webster. tV.S., 
69(1^56). 108. 

9. (Ch. In. 16, 18; Itn. 33, 81; IV n. U; 6g. 5) 

Limestone statue, draped female. 640/30. From (Crete). Paris. 
Louvre 3098, from Auxerre. 

Kef; Jenkins, Dede/lM. 42: Rumpf, Bomur Jb.. 135 (1930), 7S: 
LIppoId, pi. 2/3. 

)0. (Ch. m n. 17) 

Bronse staiuettes, dancing goatmen. 623/600. From Arcadia, Athens. 
N.M. 13.788. 

Ref: Lamb. Crtek Bfcnzet, 42; Brommer, R.£.. s.v. Pan, 953. 

11. <Ch. 1 lu 45) 

Bronze shleldband, birth of Athena. 625/600. from (Argos). Olympia. 
Ref: Kunae, Olympltche F^sffhu/fee/f, U. 79, Beil. 6. 

12. (Ch. 11 0.81) 

Umeaione statues, Kleobla and Blton. 600/580. From (Argos). 
Delphi. 

Ref: Poulsen, DtiphI, 90; Tod, OM.J., no. 3: Karo. 106; Rich ter, 
fig. 32; JtoMrol, no. 11; LIppoId, pi. 5/1. 

13. (Ch. In. 28) 

Limestone pediment, Gorgon (with Pagasos and Chrysaor) and 
panthers: death of Priam; Zeus and giant. 600/580. from (Corinth). 
Corfu. 

Ref: Payne, NC, 240; Rodanwtldt, Korkym^ Karo, 113 f.; Richter, 
llg. 20-23; Uppold, pi. 6/1, 7/1. 

14. (Ch. In. 28;lVn. 12) 

Umcetone metopes. Europa; Kalydonian boar; Argonauts; cattle 
raid. 580/70. from (Sikyon). Delphi. 

Ref: PouJsen, 86; Karo, 133 f.; Richter, fig. 148: Uppold. 

pj. 4/1. 

13. (Ch. In. 24) 

Bronze shieldband, Adnstos, Amphiaraos, and Lykourgos. 575/50. 
From (Argos). Olympia. 

Ref: Kunze, O/. Forsch., H, 175. Beil. 15. 

16. (Ouln. 44) 

Bronze shieldband, Ajax and Aristodamos. 575/50. From (Argos). 
Olympia. 

Ref! KuQze, 01. Forsch,^ If, 150. 

J7. (Otln, 44) 

Bronze shieldband, Theseus and Pelrithooa. 575/50. Prom (Argos). 
Olympia. 

Ref: Kunze, 01. Fbrsch,, II, 112. 
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18. (Ch. In.40;inn.28) 

Tcnaceiia masks, Gergons. 560/40. From Sparta. Sparta. 

Ref: R. M. Dawkins, ^Irremii Orthla, pi. 49/2, 69/1; Pickard*Cam* 
bridge, Dithyramb etc,, figs. I9«25; C.T.?., no. F 21; iV.S. 69 
(1956), 106. 

3. CVCLADES 

19. (Ch-nn. 6l;IVn. 6) ... ^ 

Marble statue, draped female dedicated to Artemis by Nixandre. 
660/50. From Delos (Naxos). Athens, N.M.!. 

Ref: Jenkins, DMca, 68; Picard, 570; Richter, fig. 42; Uppold, 
ji 11/2; Karo, 92; MM. 210; Oeffcken, Grtec/itwAe Eptframme. no. 
31. 

4 . ASA MINOR 

20. (Cb. lU n. 17) 

Moulded vase, phalLc dalmon. 700/675. From Samos. Samos. 

Ref: ar.F., no. P23, 

21. (Ch. nin. 17) . ^ 

Bronze statuette, goat-headed phallic man. 600/5507 Prom Samos. 
Athens, N.M. 6091. 

22. (Ch. In. 48;nn. 8I;rVo. 6, U) 

Marble statue, drap^ female dedicated to Hera by Cheramyes. 
570/60. From Samos. Paris, Louvre 686. 

Ref: Buschor, Altfanilscfur Slan^lht^dfr^ 11, 25; Karo, 201; Richter, 
fig. 165; Lippold, pi. 14/1. 

23. (Ch. 111.495 IV n. ID ^ 

Marble statue, draped female dedicated by Anaximander. 560 c. 
Prom Miletos. Berlin 1599. 

Ref: Lippold 47; Darsow, J.d.2., 69 (1954), lOI f. 

24. (Ot U n. 68, 81) 

Marble siaiue, winged victory, possibly by Archermoa. 530 c. From 
Delos (^os). Athens, N.M. 21. 

Ref; Picard, 366; Rumpf, Critica d'Art$, U (1938), 47; Karo, 221; 
Richter, fig. 186, 190; Uppold. pi. 7/4; Geffcken, Crifchlseke Epi- 
frtawnt, no. 29. 

23. (Ch.In. 47;IIn. 8l;fig.6) 

Marble bead, female, ftom column dnun of Ariemjs temple- 550 c. 
Prom Ephesos. London, British Museum B 91. 

Ref: Richter, fig. 182*3. 

26. (Ch.Ia49;IVn. 11) 

Marble sUtue, Chares seated. 350/40. From Miletos. London. 
British Museum B 273. 

Ref: Karo, 211; Richter, fig 177. 

27. (QlId. 49;IVn. 11) 

Marble statue, seated male or female dedicated to Hera by Aieltce. 
540 c. From S^os. Samos. 

Ref: Buschor, Aiumdschi Standbildgr, II, 40; Tod, G.H.t., do. 7; 
Rkbter. fig. 261; Uppold. pi. 13/4. 
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28. (Ch.IllD. 13) 

T«mcotu rMsk, satyr. 525 c. From Samos. Loodoc, British Musoimi 
523- 

Ref: O.T.?., no- P 26; 69 (1956), 108. 

5. ITALY AND JfaLV 

29. (Ch. In. 28) 

Sandstone metopes, mythical scenes. 600/570. From Paeslum. Pae* 
stum. 

Ref: Zaccanj'MontuoTO and ZanctU'Bianco, Httalon alia Axe t/a 
Seie, IF, 1954; Richter, hg- 204.6. 

B. PAINTING 

1. ATTIC 

30. (Ch. 111. 24) 

Proto.Atilc ampliora, man carrying cloak; lion; cluiiots. 710/680. 
Neiv York, 21.88.18. 

Ref: J. M. Cook, 3.S.A.. 35 (1935), 184, pi. 50- 

31. (Ch. Iln. 70; IV n. 8,11) 

Proto*Attlc hydria (Analatoa painter), dance; lions; deer. 710/680. 
Prom Analatos. Athena, N.M. 313. 

Ref: Cook, op. clL, 166, pi. 38b. 39; PAihl. 6g. 79. 

32. (a.rVn. 12) 

ProtO'Attie knier (Analatos painter), oharlou; Ilona. 710/680, 
Munich 1351. 

Ref: Cook, op. dt, 173, pi. 41; PAihl, fig. 84; Rurapf, pi. 3/6. 

33. <Ch. In. 23;lUn. 28) 

Prot^Attic amphora (Polyphemoa painter), Odysseus and Poly* 
phemoi; lion and boar; Perseus and Oorgons. 680/50. From Eleuala. 
Bleusis. 

Ref: 74 (1954), Suppl. 30; Mylonaa, Pnakrtka, 30 (1955X 29: 

AJ.A., 62 (1958), 225. 

34. (Ch-In. 27) 

ProtoN^ttic stand (Polyphemoa painter), Menelaos and Creek chiefs. 
680/50. From Aegina. ^lin A 42. 

Ref: G>ok, op. ciL, 189; S. P. Karouzou. A.B~, 1952, 160; Rurnpf. 
pi. 4/1; Mylonaa, loc. csL 

35. <Ch. 1 0 . 24. 38; U n. 71; U1 o. 17) 

Proto-Attic krater (Ram jug painter), Uchas and captives (7); ApoUo 
and Artemis; prolo-satyn, smooth and hahy. 680/50. From Aegina. 
Berlin A 3Z 

Ref: Karouzou, loc. clt.; Riunpf, pi. 3/10; D.B.F., pi. 3; G.T.F.. 
no. F 1. 

36. (Oi-Io, 24:Un. 71) 

Proto-Attic krater (Ram jug painter), chariots; Antenor and Trojan 
chiefs. 680/50. From Athens. Athens, Acropolis 368. 

Ref: Karouzou. op. dt.. 162, fig. 24-5; Beazley, P.B.A.. 43 (1957), 243- 
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37. (Ch. 1 n. 23; II n. 71) , , 

|»roJo.Atlic ocn«h« {Rim jug pAintw), Odysseus escape from 
Polyphemos- d80/SO. From Aegina. Aegina. , , 

Ref: Cook, op. ciu, 187. pi. 53; Karouiou, op. dt.. ftumpf. pi. 4/3. 

^lo-Ailic^amphora, Argonaut wrestlers; chariot- d50/30. From 
Kynowges, Athens, N.M. 

Ref: Cook, op. cU., 195, pi. 56-8; D.B.f.. 12. 

39, (Oi, I n. 24, 53) . , 

Black-figure skyphos-krater (Chiraaera painter). Chimatra onfl 
Pegasos. 625/600. From Athens. Athena, Ceramlcus 154. 
R9UA.S.V.^I^\MM., 179.211. 

40. (Ch. I n. 53; 11 n. 73) 

Bf. nock-amphora (Netioa pulnwr), Heraklcs and Nesses; Oorgons. 
625/600. From Athens, Aihona, N.M, 1002. 

Ref: >4.5. K 4/1; £>,B.F.. pi. 5/1; PhJhl. fig. 85,89; Richter, flg. 85.89; 
Richter, fig, 1, d 

^kratoT (Netios pointer). Peraeus; Harpies. 625/600. From Aegina. 

Berlin 1682. . . 

Ref: >4.5. K 5/4; D.5.F., pi. 5/2; Richter, fig. 1 

B? sl^hoi-krater (Nettos painter), Prometheus iVeed. 625/600. 
From Vari. Athens, N.M. 16384, 

Ref: A^B. K 6; B.Cff. 1939, pi. 51/1. 

43. (Ch. llln, 15,26) 

Bf, tripod kothon <KY painter). Komoa: padded men and women. 
(OOiS75. Athens, N.M. 12688, 

Ref: A.B.V. 33/1, 680; Payne, NC. 196, fig. 88a, 

^ B^^d^inos^Sophilos), funeral games of Patroklos. 600/575. From 
Pharsalos. Athens, N.M. 15499. 

Ref: A.B.V. 39/16; Rumpf, pi. 9/3; Rldtler, fig, 108. 

45. (Ch-In. 17;lVn.8, 11) ^ ^ ^ ^ 

Bf, dines (Sophilos), wedding of Pdeus and Theta attended by 
Nysil. 600/575. From Athens. Athens, Act. 587. 

Ref; ^.5. K 39/15; Pf., fig. 202. 

46. (a. la- 17, 26, 35; lU n. 20, 31; IVn. 7. 11, 12) 

Bf. volute-krater (Kleiiias), mythological scenes. 570 c. From Cnltai. 
Florence 4209. . 

Ref: -4.5-K 76/1; D.B.F.. pl. II; Lane, pi. 36; Pfuhl, fig. 215, 217; 

Richter, fig. 107. 

47. (Ch. I n- 35, 36,43) 

Bf. hydria (Wdtias), Nereids. 570 c. From Athens. Athens, Act. 594. 
Ref: A.B^V. 77/8; D.B.P., pl 12, 1-2; Rumpf, pi. 9/9. 
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48. (Ch. Ill n- 15, 20) 

Bf. amp(ior& of Parath^naic shape (Burton group). Return of 
Hephaistos. 570/50. Oxford 1920.107. 

Ref: 89/2; C.V.. pK 4/1; 9/2. 

49. {Oi-ln. 35; IV n, 8) 

Bf. cup (Burgon group), dance before Demeter; ploughing. 570/50. 
From Camiros. London, Bridsh Museum, 1906.12-15.1. 

Ref: 90/7; Une, pi. 38b; Ashmolc, J.ff.S.. 66 (1946), 8. 

50- (Ch. t n. 56) 

Bf. neck-amphora (Comtar pahuer), Hcrakles and Amazons. 570/50. 
From Vulel. Cambridge 44. 

Ref: 84/2; cr.5^., pi. 8/2 and 9/5; von Botbmer, A/fiaso/u, 

pi, 2/2. 

51. (Ch. In. 36) 

Bf. neck-amphoru iTimiides painter), Heraklesand Amazons. 570/50. 
From Vulei. Boston 98. 916. 

Ref: A.B.y. 98/46; von Bothmer, A/nazont, pi. 5. 

52. (Ch. IIlM- 15, 20; IV n, 11) 

Bf. column-krater (Lydos), Return of Hophaiitos. 560/40. From 
Sicily. New York 51.11.(1. 

Ref: A.B.y. 108/5; Rumpf, SoMafrities, pi. 21-5. 

5.5. (Ou in n. 11, 26) 

Bf. cup (Heldelbsrg painter), dancers In costume. 560/40. From 
Greece. Amsterdam 3356. 

Ref: A.B.y. 66/57; O.T.P., no. P 3- 

54. (Ch. llln. 12) 

Bf. cup, satyr and f4t*inan on pKallos pole. 560/40. From Ctaly. 
Florence 3897. 

Ref: C.r.F., no. F 2. 

55. (Ch. m cu 26,44; Rg. 12) 

Bf. pyxis, youths dressed as maenads. 560/40. From Bleuiis. Eleusis 
1212 . 

Ref: G.r.F.. no. F 4. 

56. (Ch. mn-24) 

Bf. amphora (painter of Berlin 1686), chorus of 'Knights'. 560/40. 
Prom Cervetrl. Berlin 1697. 

Ref: A.B.y. 297/17; O.T.B,, no. F 5. 

57. (OtlVn. 12; fig. 15) 

Bf. amphora (Group E). HerakJes and GM^on; chariot wheeling. 
550/40. From Vulei. Londoo. British Museum B 194. 

Ref: A.B.y. 136/56; White, Perspeefive (H.S. SuppI- 7), pi. Ic. 

58- (Ch. In. 35;irn. 76) 

Bf. amphora (near Exekias), victorious athlete. 550/30. Boulogne. 
Ref: A.B.y. 149/2; B.S.A., 32 (1932), pi. I. 

59- (Ch. U n. 75; Ill n. 38; fig. 10) 

Bf. amphora (Exekias), suidde of Ajax. 550/30. Boulogne 558. 

Ref: A.B.y. 145/18; Pf. 234; Rumpf, 12/U; f>.B.F-, pL 32/1. 
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60, (Ch, nio. 25) 

Bf. amphore (Swingpainter), chorus of 'Qiania’. 560/40. Christchurch, 
UniversI^ of Cant«buiy» Logie Collection. 

61. (Ch.Un.76;IVa.8,11) 

Oenochoe (Ama^ painter), victorious lyre-playet at Ixome. 550/30. 
FroiTi Vulc). Vatican 432. 

Ref: /t.S.K 151/48; J.N.S., 51 (1931). pi. 9; Karoutou, Amash 
palmer, 24, p|. 41. 

62- (Ch. IVn-n.) ^ , 

Bf. neck^ainphort (Antunenes painter), Dionysos with maenads and 
satyrs. 540/20. Dunedin 48.231. 

Ref: A.B.y. 272/88; Anderson, pi- 5. 

63. (Ch-Uii-76;llg. 14) 

Bf. pelike (manner of Achelooe painter), Giganiomaeny; rhapsode 
with audience. 7510. Dunedin 48.226. 

Ref: A.B.y. 386/12; Andersen, pi. 6. 


64. 


65. 


66 . 


67. 


68 . 


69. 


70. 


2. ?9LOKNNESt AKD lUtOBA 

(Ch. 1 n. 24) 

Prolo-Coflnlhlon aiyballos (Max painter), Zeus and Typhon. 680 c 
Prom Corinth. Boston 95.12. 

Ref: Payne, Praiakarlnthlsche Vtutnma/erel, pi. 11; Dunbabln end 
Robertson, B.S.A., 48 (1953), 176; cf. Lorlmer, B.Sj4., 37 (1937), 178. 
(a.In.24;mn.l7) . , 

Proto^rinthian kyathos (Boston painter), Orpheus singing (7). 
satyr. 675/60. From Ithaa. Ithaca 52. 

Ref: Robertson, B.6'..4-,43 (1948), 21, 58; Dunbabin and Robertson, 
op. eit, 178; Webster, R-B-, 36 (1954), 581 f. 

(O). In. 23;nn. 7S;fig. 3) 

Argivekrater, Odysseus and Polyphemos. 675/50. From Argos. Argos. 
Ref: CotirWn, 79 (1955), 1; Dunbabin (1957), pi, 4/1. 
(Oi-ln, 27;Dn.76; IVn. 8.12) 

Proto^orinthiaA olpo (MacmilliA painter), hoplltes; lioo'hunt; 
judgement of Paris. 650/40. From V«j. Rome, Villa OiuUa. 

Ref: Payne, NC. no. 39; Dimbabio and Robertson, op. dt.. 

Lane, pi. 24b; PfuhJ, fig. 59; Rumpf, pi- 6/7, 

(ai.ZD.24) 

Corinihjan alabastron, Jason and serpent (7). 625/600. Bonn, 

860. 

Raf: Oreifechagen, A-A-, 51 (1936), 343, figs. ^7. 

(Ch. I n. 24) 

Corinthian cotumn*krater, banquet of Eurytos; suiade of AJan. 625/ 
600. From Caere. Pans, Louvre £ 635. 

Ref: NC. no. 780; Pfuhl, fig. 176; Rumpf, pi. 13/6; Phot., 270-3. 
(Ql n n. 76) 

Corinthian aryballos, fiute-player and dancers. 600/575. From 
CormtlL Corinth (1954). 

R^: M.C. and C,A. Roebuck, Hesperia, 24 (1955), 156. 


179; 


Inv. 
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71. (Ch-Hn. 76) 

CoriQthiao p]&4U6 (Timonidas). hmtUt. 600/57$. Prom Corinth. 
Berlin F 846. 

Ref: NC. 104; Pruhi, flg. 182; Rumpf, pi. 13/8 (cf. p. 52 on date). 

72. (Ci.Do. 73;llln. 37;rVn. 6»8) 

Corinthian bottle Cnmooidas), Achilles and TroJIoe. 600/575. From 
Kleonai. Athena, N.M. 277. 

Ref: NC. no. 1072; Pfuhl, fij. 174. 

73 <Ch-ln, 24) 

Corinthian colun]n*kratar, wedding of Helen. 600/575. From Italy. 
New York 27.116. 

Ref: NC. no. 1187; ^'.y. Hawibcck, pi. 25b. 

74. (Ch. In. 42) 

Corinthian kotyle, Muses and Apollo. 600/575. From Ithaca. Ithaca 

Ref: Robenaon, B.S.A.. 43 (1948), 17, Ag. 8. 

75. (Ch.ln.35) 

Corinthian amphoriskos, bull taken in procession to sacriAce. 600/575. 
Prom Creece. Oslo, Ethnographic Museum, Inv, 6909. 

Ref; Eltrem, 1952,26. 

76. (Oi. Iln, 76;IUn. 14) 

Corinthian aryballos, dancer with phalios. 600/575. from Oreeee. 
Oslo, Jeneen ^lleciion. 

Ref: Seeberg. DagNatki, 22 Fab. 1957; Webster, WS., 69 (1956), 
UO. 

77. (a. HI n. 16,17,20) 

Corinthian amphoriskos, Return of Hephaistos. 600/575. Athens, 
N.M. 664. 

Ref: Payne, NC no. 1073; C.r.f., no. F 14. 

78. (Ch.In.43;IUn. 16) 

Corinthian kotyle. padded dancers; Heraklea and the hydra. 600/575. 
Paris, Louvre CA 3004. 

Ref: Amandry, Mon. Pbji. 41 (1944), 23 ff.; G.T.f., no. F 12. 

79. (Ch.nin. l7;Ag. 11) 

Coriolhian moulded vase, squatting dancer in baity ^ton and boots. 
600/575. Dunedin 48.187. 

Ref: Anderson pi. 4. 

80. (Ch. In. 24;rVn. 7) 

Corinthian amphora, Perseus and Andromeda. 575/50. From Caere. 
Berlin 1652. 

Ref: NC no. 1431; PfuhJ, fig. 190. 

61. (01.1x1.43) 

Corinthian hydrla, Achilles Diouined by sea'nympbs. 575/50. From 
Caere. Paris. Louvre E 643. 

Ref: NC. no. 1446; Buscfaor, Gr. Vosert, fig. 79- 
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82. (CluIn-43) 

Corinthian coluran-kraiar. Sack of Troy. 575/50. From Delphi. 
Delphi Museum. 

Ref: NC. no- 1453. 

83. (Ch. In-24; IVn. li, 12) 

Corinthian columii'krater, A. Departure of Amphiaraos, fi. Funeral 
Games of Pelias. 575/50. From Caere. Berlin 1655. 

Ref; NC. no. 1471; Pfiihl. fij. 179, 

K4. (Ch. I n. 24) 

Corinthian eolumn-krater. Odysseus* embassy to Troy. 575/50. Naples 
(Astarita). 

Ref: Beazley, F.B.A., 43 (1957), 233 t. 

«5. (Oi. Un. 76;lVn.7) 

Laconian kyllx. Arkesilaa of ^reiw. 565/50. From Vulci. Paris. Cab, 
Med. A%99. 

Ref: Une, B.S.A., 34 (1934)» 140 no. L 161; Sheflon, B.S.A.. 49 
(1954), 301 no. 16; PAihl. flg. 193; Rumpf, pi. 14/6. 

H. (Ch. lUn-20) 

Laconian kylix, Return of Kephiistos. 570/60. From lalysos. Rhodes 
10.711. 

Ref: Sheflon, 301, no. 3; Lane, 130 no. 5. 

87. (Ch, 11 n. 74; ft j. 9) 

Chalkldian column^krater, Helen and Paris, Andromaclte and 
Hekior. 540/30- From Vulci. Wtlraburg 315. 

Ref: Rumpf, ChoJkMlfche P’oren, no. 14. 


3, CYCLADM 

88. (O. I n. 52; II n. 31; IV n. 8; fig. Z) 

Parian amphora, deer. 660/50- Stockholm, N.M, I. 

Ref: Rumpf, pi, 6/3; Brock, B.S.A., 44 (1949). 80. 

89. (Ch. I n. 38; II n. 72; IV n. 11; fig. 4) 

Melian amphora, warriors and their mothers; Apollo arriving in 
Delos. 660/50. From Melos. Athens, N.M. 911. 

Ref: PfuhJ, fig. 106; Richter, fig. 49; Brock, loc. dL 

90. (Ch. In. 24) 

Naaian amphora. Aphrodite and Ares. 650 c. From Naxos, Athens, 
N.M- 

Rcf: Karuzos, JM.. 52 (1937), 177; Rumpf, pi. 6/6; Brock, loc cil. 

91. (Ch. In. 45) 

Melian amphora, Hermes and woman; Heraktes and Deianlre. 
650/20. From Mdos. Athens, N.M. 354. 

Ref; Pfuhl, fig. 109-10; Richter, fig. 50; Rumpf, pi. 11/1. 
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92. (Ch. 1 n. 27) 

Rhodian pl&(e, Menelaos and Hektor Ijght for the body of Euphorbos. 
600/575. From Rhodes. London, British Museum A 749. 

Ref: Une, fifi, 20a; Richter, fig. 76; Rump/, pi. 7/4. 

93- (Ch.ln. 28;llln. 28) 

Rhodian plate, Gorgon^headed queen of beasts. 600/575. From 
Rhodes. London. British Museum A 74B. 

Ref: G.T.P.. no. F 24. 

94. tCh.lUn. 13) 

Klazomenian emphoru fragments, vintage; latyn and ahip'car. 
550 c. From Kamak. Oxford 1924. 264. 

Ref; CK 11, pi. 10, 24; Boardmon, 78 (J958), pi. I. 
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96. (Ch.In.26;IVn.8) 

Caeretan hj^ria, Hermes and ApoUo s own; Eos and Kephalos. 
540/20. Prom Btniria. Paris, Louvre E 70Z 
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98. (Ch.ln. 47; fig. J5) 
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no. 15. 

99. (Quin. 26) 
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540/20. From Etruria. London, British Museum 1923. ^19.1. 

Ref: HemeIrgk,no. 48 (192$), pi. 11.12; Rumpf, pi. 18/4. 

100. (Ch. I n. 26) 
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Louvre. 

Ref: Hemeirijk, no. 21; PotUer, Mon. Piol, 1933. 67. 

10J.(Ch.IVn. 10) 

Caeretan bydiia, Herakles and Buairis. 540/20. From Etruria. Vienna 
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102. (Ch-In. 23) 

Etruscan kialer, Odysseus and Polypheoios; sea battle. o50 c- From 
Caere. Rome, Conservaiori. 

Ref: PfuhJ, fig. d4-5; Rumpf, pK d/1: Schweitzer, AM- dO/6J <1953/4), 
78 f- 


103.(01. IUd. 20) 
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Farrington, B.: Ot- IV. n. 32 
fat laen: see padded dancers 
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Lee, H.:Ch. IV, n. 43 
Leoaia:60.65f.; Ch.Il],n.3,13 
Lesboe: 10 f.. 34 ff.; Cb. U, n. 45 
Leeches: Ch. I, n. 22. 32 
Lesfcy, A.: Ch. Ill, n. 33; Ch. IV. 
n. 20 

Lobel, E: Ch. II, n. 6, 24 
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